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PREFACE 

The  theoretical  Introduction  with  which  the  First 
Edition  of  this  book  opened  has  been  omitted  in  the 
Second,  certainly  not  from  any  disregard  of  a  most 
important  branch  of  dramatic  studies,  but  in  order 
to  make  room  for  a  more  ample  treatment  of  various 
passages  in  the  body  of  the  work.  This  has  been 
revised  throughout,  and  in  parts  rewritten.  It  has, 
however,  seemed  well  to  leave  the  plan  of  the 
whole  unaltered,  and  to  abstain  from  re-casting  either 
general  or  particular  conclusions,  except  when  they 
have  been  modified  by  maturer  consideration. 

My  sincere  thanks  are  due  to  the  numerous  friends 
who  have  given  me  voluntary  help  towards  this  new 
Edition  by  information,  criticism,  and  encourage- 
ment— three  forms  of  literary  liberality  and  goodwill 
which,  as  my  experience  during  the  last  quarter  of 
the  century  has  proved  to  me,  are  very  commonly 
associated  with  one  another.  The  shortcomings, 
avoidable  or  unavoidable,  in  such  a  book  as  this, 
rarely  remain  a  secret  to  its  author, — even  in  his 
younger  days ;  but  (if  I  may  venture  to  mention  one 
name  in  the  place  of  many)  the  stimulus  to  effort 
conveyed  by  such  criticisms  as  those  which  the  late 
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vi  PREFACE 

Professor  F.  T.  Palgrave  found  time  to  bestow, 
both  publicly  and  privately,  upon  the  First  Edition 
of  this  History,  remains  invaluable  to  a  student, 
however  imperfectly  he  may  have  succeeded  in 
turning  the  criticisms  themselves  to  account. 

I  have  endeavoured  to  make  use  of  such  of  the 
publications  on  English  dramatic  literature  as  have 
appeared  since  the  issue  of  the  First  Edition  of  this 
work,  and  among  these  I  have  freely  availed  myself 
of  the  treasures  of  that  great  store-house  of  English 
literary  as  well  as  historical  lore,  the  Dictionary  of 
National  Biography.  I  desire  to  repeat  here  the 
expression  of  my  regret  that  my  Fourth  Chapter 
should  have  passed  through  the  press  before 
vol.  li  of  the  Dictionary  had  appeared,  containing 
its  present  editor  Mr.  Sidney  Lee's  masterly  mono- 
graph on  Shakspere. 


A.  W.  WARD. 


Manchester, 
July,  1898. 
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ENGLISH 
DRAMATIC    LITERATURE 

CHAPTER  I. 

THE   ORIGIN    OF   THE   ENGLISH   DRAMA. 

The  purpose  of  these  volumes  is  to  sketch  the  history  of  Scop*  tmd 
English   Dramatic   Literature   from   its   beginnings  to  the  J^^^ 
close  of  the  reign  of  our  last  Stuart  sovereign.     It  has  at 
no  time  entered  into  my  design  to  rewrite  what  for  diflerent 
sections  of  this  period  has  been  already  written  by  more 
competent  hands — the  Annals  of  the  English  Stage  ^. 

But  with  reference  both  to  the  times  before  the  Stuart 
Restoration,  and  to  so  much  of  those  ensuing  upon  that 
transaction  as  falls  within  my  limits,  I  shall  seek  to  bear  in 
mind  the  organic  connexion  between  our  dramatic  literature 
and  its  proper  vehicle  of  presentment— the  national  theatre. 
Such  contributions  to  our  drama  as  seem  unworthy  of 

*  Th«  Sate  Mr.  J.  Payne  Collier  lived  to  poblisfa,  in  1875,  a  second  edition 
of  his  History  of  Dramatic  Pottry  and  Amais  <^  tin  EHgliak  Slagt  (3  vols.), 
fint  put  Torth  in  iBgi.  The  proved  fictitiousncss  of  some  of  the  statements 
contained  in  this  book  cannot  deprive  it  of  its  genera]  value  for  studeots  of 
our  drama  ;  and  I  am  bound  once  more  to  acknowled^  my  own  numerous 
obligations,  more  especially  in  the  earlier  passages  of  the  present  work, 
to  a  writer  whose  name,  for  better  and  for  woise,  must  remain  inseparably 
CODOected  with  the  records  of  this  branch  of  English  literature.  Of 
Ur.  F.  G.  Fleams  Chnrntcit  History  of  tkt  EngUiA  Stagr,  1559-1649  (1S90), 
on  the  other  hand,  as  of  companion  books  by  the  same  author,  time  may  be 
tmsted  to  digest  some  of  the  conclusions,  without  in  any  way  impairing 
the  credit  due  to  single-minded  candour  and  indefatigable  research.  Among 
other  chronicles  of  the  English  theatre,  Genesf  s  latter-day  dramatic  Fasti 
{Smtu  jlccoiinl  of  Ou  Eu^isk  Slagi  from  1660-1830,  10  vols.,  1B33)  stand 
unrivalled  as  the  consistent  execution  of  a  comprehensive  scheme. 
VOL.  I.  B 
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a  place  in  our  literaiy  history  will  accordingly  be  noticed 
only  where  they  obviously  illustrate  particukr  tendencies, 
styles  or  fashions  in  the  art  to  which  it  was  their  pretension 
to  belong'  The  period  of  the  English  drama,  which  preceded 
its  coalescence  with  the  general  prepress  of  our  literature 
will  be  treated  as  summarily  as  possible ;  while  (not  without 
regret)  the  attempt  will  be  foregone  to  present  even  an 
outline  of  those  later  periods  in  which,  taken  as  a  whole, 
the  efforts  of  our  dramatic  poets  continue  estranged  from 
their  l^itlmate  means  of  exposition.  Thus  the  question 
whether  an  estrangement  which  has  been  anything  but 
uninterrupted  is  likely  to  prove  permanent,  cannot  here  be 
so  much  as  discussed.  Within  the  limits  indicated,  how- 
ever, there  lies  a  field  wide  and  varied,  as  it  seems  to  me, 
beyond  parallel.  This  field  I  shall  attempt  to  survey,  so 
far  as  possible,  in  the  order  of  chronological  sequence,  though 
with  a  certain  allowance  of  freedom  in  the  arrangement 
demanded  by  the  mass  of  material  Instead  of  seeking 
to  lay  down  critical  laws,  I  shall  hope  to  make  the  founda- 
tions on  which  any  laws  of  the  kind  must  rest  more  plain 
and  palpable  to  the  students  of  the  particular  dramatic 
literature  of  which  it  is  ray  purpose  to  treat.  Ben  Jonson, 
rare  among  artists  if  only  because  he  is  almost  as  well  worth 
listening  to  when  he  discusses  the  theory  of  his  art  as  when 
he  illustrates  it  in  practice,  observes  with  truth  that '  before 
the  grammarians  or  philosophers  found  out  their  laws,  there 
were  many  excellent  poets  that  fulfilled  thern^'  Code 
and  actions  stand  in  an  inseparable  relation  to  one  another. 
The  continuous  summary  attempted  in  these  pages  will,  it 
is  hoped,  help  to  show  how  the  practice  of  our  English 
dramatic  writers  evolved  itself  out  of  the  relations  between 
their  individualities  and  the  rational  canons  or  conditions  of 
the  particular  literary  form  within  which  their  creations 
moved  and  had  their  being.  Neither,  however,  will  my 
sketch  pretend  to  ignore  the  succeswve  relations  of  the 
dramatic  to  other  contemporary  branches  or  species  of  our 
national  literature ;  and  I  should  be  &lse  to  the  experience 
of  a  lifetime,  were  I  to  shrink  from  marking  where  it  seems 
a  (Sophodea). 
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to  call  for  notice  the  influence  exercised  upon  our  dramatic 
literature  by  the  general  prepress  of  our  national  life  and 
history,  of  which  in  its  turn  that  literature  has  formed  so 
memorable  a  part 

The  main  source  of  the  modem  drama,  of  which  the  Mam  and 
English  is  a  branch  laden  with  fruit,  lies  outside  the  domain  ^JJ^^^^ 
of  literature.     It  springs,  as  indeed  does  that  of  the  drama  tiu  souras 
at  laige  in  so  far  as  we  are  acquainted  with  its  beginnings,  "^j,^^ 
from  popular  religious  worship  ;  and  to  trace  this  process  of 
derivation  in  the  instance  of  the  English  drama  and  of  the 
Christian  worship  of  our  forefathers,  must  be  the  main  task 
of  the  present  chapter.     But  the  mistake  of  pushing  a  truth 
— or  a  theory  founded  on  truth — too  far  may  be  avoided  at 
the  outset  by  remembering  that  other  elements  prepared 
the  way  for  our  English  drama,  or  had  a  share  in  its  early 
history.     These  were  in  part  purely  literary,  in  part  at  all 
events  connected  with  literary  pursuits  or  with  the  profession 
of  literary  accomplishments. 

Nothing  that  has  had  a  real  life  in  literature  wholly  dies.  Eatfy 
Although  it  was  not  until  a  relatively  advanced  period  of  ^I^^JJ^ 
the  history  of  the  modem,  including  the  English,  drama  &>W 
that  the  dramatic  writings   of  classical  antiquity  came  to  ^^^ 
exercise  a  direct  influence  upon  it,  a  few  stepping-stones  datsicaJ 
lead  across  from  the  lingering  reminiscences  of  the  one  to  '' 

the  unconscious  beginnings  of  the  other.  The  early  religious 
dramas  based  immediately  upon  classical  examples  are 
essentially  literary  efforts — things  of  the  school,  not  of  life. 
There  seems  no  necessity  for  reckoning  among  these  the 
pre-Christian  'Efaywy^  {Exodus)  of  the  Jewish  poet  Ezechlel 
(probably  between  200  and  loo  B.  c) ;  for  this  dramatic 
version  of  the  scriptural  narrative  of  Moses  leading  the 
Chosen  People  out  of  Egypt,  althoi^h  written  in  Greek, 
is  apparently  not  a  direct  imitation  of  any  classical  model  ^. 
Coming  to  Christian  times,  we  are  met,  from  the  fourth  or 
fifth  century  onwards,  by  instances  of  dramatic  compositions 

*  The  fragmanls  preserved  by  Eusebius  and  St  Clenenl  of  Alezandm 
luv«  been  edited  by  Gulford  and  Dobner ;  and  the  accepted  critical  view 
oT  the  piece  ii  that  of  J.  K.  Philippson'seisayoa£>«AfWi»>J/'A>ii>(Berlia, 
1830}.   See  Du  Mtfril,  Origmta  Latinis  du  Tkidin  Modtna  (1649),  L  9  note* 
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by  Christian  writers  following  classical  examples.  An 
Apollinaris,  who  has  been  rightly  or  otherwise  identified 
with  the  heretical  bishop  of  Laodicea  (370  c),  wrote 
tragedies  and  comedies  modelled  on  Euripides  and 
Menander — in  all  probability  for  scholastic  use  *.  They 
must  have  been  of  much  the  same  cast  as  a  celebrated 
extant  work,  the  Xptcn-o;  tti<r\iov ;  and,  indeed,  Apollinaris 
was  variously  credited  with  the  authorship  of  an  earlier 
tr^edy  on  the  Passion  of  Christ,  and  with  that  of  the 
work  which  has  been  actually  preserved  under  that  title. 
But  this  latter  has  been  more  persistently  attributed  to 
St.  Gregory  the  Nazianzene,  who  died  about  390.  No  more 
venerable  and  no  more  attractive  figure-is  to  be  found  among 
the  Fathers  of  the  Church  than 

'  Blest  Gregory,  whose  patriarchal  h«gbt 
Shed  o'er  the  eastero  sphere  celestial  light*'; 

but  the  suppo^tion  seems  untenable  that  he  was  the  author 
of  this  well-known  piece.  It  has  also  been  assigned  to 
another  Gregory,  called  of  Antioch ;  while  John  Tzetzes, 
who  was  active  as  a  writer  at  Constantinople  in  the  first 
quarter  of  the  twelfth  century,  has  been  thoi^ht  to  have 
composed  the  epilc^e,  and  further  to  have  been  author  of 
the  entire  play.  Its  language  and  metrification  are  no 
doubt  held  to  point  unmistakeably  to  the  period  of  the 
twelfth  century  as  the  time  of  its  composition.  But  con- 
jecture seems  now  to  have  settled  preferentially  upon 
Theodore  Prodromos,  a  prolific  Byzantine  litt&ateur  of  the 
earlier  part  of  the  century,  known  in  religion  as  Hilarion,  as 
the  author  of  the  Xpiirris  naa^tov,  which  first  became  known 
to  the  Western  world  through  its  edilio  princeps,  printed  in 
Rome  in  1542 '.     The  introductory  lines,  which  profess  to 

'  Welcker,  Dif  griiiii$elMi  TragSdim,  Sec  (Bonn,  1841),  iiL  1330;  Du 
M«rJl,  H.  s.,  9  and  note. 

'  See  Bishop  Ken's  Dedication  of  hU  Hymna.  Ii  is  noticeiible  that 
Ken,  who  loved  to  tnce  Hnalogiei  between  his  own  experiences  and 
writings  and  those  of  the  Father,  makes  no  reference  to  the  tragedy. 

>  The  edition  of  J.  G.  Brvmbs  (Leipiig,  l88j]  contains,  together  with 
Other  useful  matter,  ■  long  list  of  the  passages  and  phrases  borrowed  by 
the  author  of  the  tragedy  from  Lycophron  and  Aeschylus,  and  above  all 
from  Euri^des. 
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be  written  by  '  Gregory  the  Divine,'  state  the  object  of  the 
work  to  be  to  narrate,  '  after  the  manner  of  Euripides,' 
the  Passion  which  redeemed  the  world.  The  action  of  the 
play  itself  revolves  round  the  figure,  constant  through  the 
changes  of  surrounding  scene,  of  the  Virgin  Mother  of  God. 
A  Ckorus  and  Messengers  take  part  in  the  Greek  manner  in 
the  dialogue  of  this  tragedy;  but,  apart  from  the  fact  that  it 
lacks  the  lyrical  element,  the  expositions  of  the  Divine 
{©(oArfyos)  in  the  latter  part  of  the  piece  show  its  aims  to 
have  been  essentially  didactic  In  ^ort,  it  is  a  rhetorical 
exercise  in  Euripidean  diction,  animated  by  religious 
enthusiasm,  but  intended  for  the  closet  and  not  for  the 
stage'. 

These  are  the  only  Greek  plays  preserved  to  us  in  whole 
or  in  part,  or  remembered  by  name,  as  connecting  the  ancient 
classical  with  the  modem  religious  drama.  To  what  extent 
Greek  classical  tragedy  continued  to  be  performed  in  the 
public  theatre  even  after  the  Christianisation  of  the  Empire, 
is  a  question  which  may  be  left  aside  here  ',  By  the  side  of 
the  masterpieceii  of  the  Greek  tragic  drama  Latin  comedy, 
which  was  itself  derived  from  the  only  species  of  Greek 
comedy  admitting  of  transplantation  from  Greek  soil  ^  was 
thought  capable  of  adaptation  by  early  Christian  writers. 
To  the  fourth  century  of  our  era  (as  the  best  authorities 

'  The  Ipurtit  ■wiax"*  must  have  suggested  to  Hugo  Grotius  something 
more  than  Ibe  title  of  his  Chrisltu  Paiims{i6iT) ;  but  this  tngedy,  in  which 
the  Redeemer  Himself  is  the  startiag-poiat  as  well  as  the  central  figure,  is 
executed  on  independent  lines.  As  to  George  Sandjs'  English  veraion  of 
the  Cliratiia  Palima,  published  in  1640,  and  aa  to  Milton'a  idea  of  a  drama 
on  the  same  subject,  see  iii/ra,  vol.  IL 

'  A  Clylatintitalra  is  mentioned  as  dating  from  about  the  sixth  centuiy 
of  our  era,  to  which  likewise  belongs  a  curious  early  instance  of  a  play  with 
a  political  purpose — a  ■  tiagedy '  addressed  to  the  Emperor  Anastasius  by 
the  grammarian  Timotheus  of  Gaza,  on  the  subject  of  a  tax  on  industries 
called  xp'^'^PW"-    Welcker,  u,  s.,  1331 ;  Du  Htiril,  w.  s.,  10  note. 

*  The  LuJit  ttpltiH  SapitHHum,  attributed,  apparently  on  unsatisfactory 
grounds,  to  the  celebrated  descriptive  poet  of  the  fourth  ccntuiy,  D.  Magnus 
Auioniua,  is  passed  by,  as  being,  according  to  Teuffel,  Gtachuhtt  drr 
rdmadun  LUtrtUur  (18^0)1  P-  67a,  '  a  sort  of  a  puppet-pUy,  in  which,  after 
a  Prologus  and  Ludiua  (actor),  the  Seven  Wise  Hen  in  succession  come  on 
the  stage  and  repeat  their  proverbs  (Solon  being  the  most  long-winded), 
and  in  conclusion  demand  a  Plauddt'  As  to  the  Ddinaf^K  Idiot)  of  Acdus 
PauluB  nothing  seems  to  be  known. 
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seem  to  ^ree)  belongs  the  Querolus,  which,  although  in  its 
Prolc^e  distinctly  announced  as  an  adaptation  of  the 
Aulularia  of  Piautus,  was  pertinaciously  fathered  upon 
Plautus  himself  from  the  days  of  John  of  Salisbury  to 
those  of  Salmasius.  This  comedy,  of  course,  conveys  the 
familiar  lesson  of '  the  biter  bit '  through  an  ingenious  plot ; 
but,  whether  or  not  the  influence  of  Christian  sentiment  be 
traceable  in  the  merciful  conception  of  the  close  of  the 
action,  there  seems  every  indication  that  the  work  was 
cmnposed  for  the  closet  only^- 
f  But  of  the  Christian  scholastic  drama  leaning  (though  in 
this  instance  ostensibly  far  more  than  in  substance)  upon 
classical  Latin  models,  the  most  notable  early  examples  are 
furnished  by  the  '  comedies'  of  Hrotsvitha,  the  Benedictine 
nun  of  Gandersheim  in  Eastphalian  Saxony.  The  ancient 
religious  foundation  to  which  she  belonged  had  been  renewed 
in  the  middle  of  the  ninth  century  by  the  ancestor  of  the 
great  Saxon  house  to  which  the  German  kingdom  owed  its 
solid  establishment  and  the  Roman  Empire  its  pretended 
restoration.  She  lived  herself  in  the  latter  part  of  the  tenth 
century,  and  had  a  share  of  her  own  in  the  spiritual  revival 
associated  with  this  most  memorable  epoch  of  German 
history.  She  sang  the  praises  of  Otto  the  Great,  and  com- 
memorated the  origiftes  of  the  foundation  over  which  several 
princesses  of  his  house  presided,  although  there  is  no  proof 
of  her  own  connexion  with  Ludolfs  line.  The  avowed 
object  of  her  dramatic  compositions,  which  as  a  matter  of 
course  were  written  in  Latin,  was  to  impart  a  fresh  vitality 
to  the  traditions  of  the  Christian  Church  by  presenting  them 
in  the  framework,  with  occasional  reminiscences  of  the 
phraseology,  of  a  classical  author  whose  fame  was  still 
fresh.  The  endeavour  to  serve  the  ends  of  religion  by 
the  means  of  art  was  characteristic  of  the  Order  to  which 
the  pious  Hrotsvitha  belonged ' ;  nor  is  it  surprising  that 
she  should  have  had  recourse  to  the  particular  writer  whom 

1  See  Uie  uialysii  in  Klein,  GtsckuhU  drs  Dramas  (Leipzig,  1865-1S76), 
iiL  63S-643 ;  cf.  Teuflel,  1 18-9. 

■  The  charch-tnusic  of  the  Church  of  Rome  is  said  by  Souther  (Lr>  0/ 
Wtslty,  ii.  117)  to  be  due  to  the  Benedictines. 
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she  professed  to  imitate.  It  was  the  good  fortune  of  Terence 
to  lead  a  charmed  life  in  the  darkest  ages  of  learning,  through 
the  course  of  which  his  works  survived  under  the  safe 
guardianship  of  monastic  libraries  ^.  Hrotsvitha.,  however, 
borrowed  from  Terence  merely  the  general  form  of  his  plays, 
without  adopting  even  his  metre  ;  while  she  both  distinctly 
and  of  avowed  purpose  reversed  the  tendency  of  his  plots. 
Such  an  incident,  e.  g.,  as  the  conversion  of  Thais  in  her 
Papknutius,  would  have  been  purely  unintelligible  to  the 
Roman  writer.  The  six  plays  of  Hrotsvitha  are  dramatised 
legends  of  Christian  martyrdoms  and  miraculous  conver- 
si(Mis ;  nor  can  she  be  supposed  to  have  pursued  any  design 
beyond  that  of  conveying  strong  rel^ous  impressions  by 
means  of  examples  shining  as  brightly  as  the  illuminations 
in  her  Breviary.  Where,  as  in  her  drama  of  Fides,  Spts  el 
Charitas,  her  characters  bear  abstract  names,  it  is  simply 
that  the  sentiments  uttered  by  them  specially  illustrate  their 
designations.  Deficient  neither  in  literary  ability  nor  in 
occasional  pathetic  power — and  even,  as  in  Dulcitius,  con- 
descending to  an  approach  to  farce — she  displays  an  in- 
tuitive knowledge  of  dramatic  effect  which  is  under  the 
circumstances  singularly  remarkable.  Whether  she  ever 
consciously  or  unconsciously  thought  of  the  possibility  of 
her  plays  being  acted,  it  is  idle  to  conjecture'  ;  as  a  matter 
of  fact  they  were  doubtless  read  aloud  or  recited  by  the 
nuns  of  her  convent,  very  likely  on  occasions  appropriate 
to  their  particular  themes,  but  most  assuredly  without  any 
anticipatory  design  of  educational  Terentian  or  quasi- 
Terentian  performances'. 

'  This  fact  wu   noted  by  Joseph  Hunter  in  hia  treatise  on  EuglM 
Uomalie  Libraria  (1631).     Hrotsvitha  herself  aaja  : — 
■  Sunt  edam  .  .  . 
Qui,  licet  alia  gentilium  spernant, 
Terentii  tunen  fragmeuta  trequentius  lectit&nt' 
It  was  remarked  of  the  famous  Archbishop  Bruno,  the  brother  of  Otto  the 
Great,  that  when  as  a  youth  lie  read  the  comedies  of  Terence,  he  never 
tmtled  at  the  laughable  passages,  hia  attention  being  wholly  absorbed  by  the 
beauty  of  the  form,   Cf.  Giea^mihi.,  GtsdadiU  Jtr  lUuttdnH  Kaair»tU,\.  31a. 
'  As  du  H^ril  points  out,  p,  19,  Hrotsvitha  accumulates  the  most  difficult 
problems  of  stagc-bumnesa  as  well  as  the  most  revolting  situations  to  such 
B  degree  as  to  render  any  such  suppowtion  highly  improbable. 

'  Hrotsvitha's  comedies,  after  being  edited  with  most  of  her  other  works 
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TkimoHOi-  Such  convents  as  Gandersheim  were  anything  but  isolated 
%^^^  from  contact  with  the  outer  world,  and  the  example  of 
iiii  imth  Hrotsvitha  could  hardly  fail  to  become  known  and  to  be 
ttnmriis.'  followed.  Apart  from  unauthenticated  rumour  as  to  the 
existence  of  Old-Frisian  monastic  comedies  at  an  even 
earlier  date  (ninth  century),  there  is  every  reason  for  con- 
cluding that  the  comedies  of  Hrotsvitha  by  no  means 
lemained  a  solitary  phenomenon.  Insufficient  attention 
has  perhaps  been  paid,  in  broader  surveys  of  the  history  of 
European  civilization,  to  the  simultaneous  revival  of  classical 
study  and  religious  life  in  the  middle  of  the  tenth  century. 
The  centre  of  this  movement  was  the  school  at  the  Emperor's 
Court,  an  institution  of  Charles  the  Great  restored  by  Arch- 
bishop Bruno  of  Colt^e,  Duke  of  Lotharingia,  under  the 
protection  of  his  brother  Otto  the  Great ;  and  hence  it 
spread  through  the  monastic  schools  of  the  Empire  on 
either  side  of  the  Rhine  >.  It  was  the  age  when  German 
kings  once  more  dreamt  of  a  world-empire  consecrated  by 
the  Church  ;  and  the  tendencies  encouraged  by  both  powers 
rapidly  communicated  themselves  to  ne^hbouring  lands. 
Thus  the  Benedictine  monk  Notker  Labeo  (who  died  in 
1022),  the  most  celebrated  teacher  of  the  school  belonging 
to  the  monastery  of  St.  Gallen,  enumerates  among  the  works 
'expounded'  or  edited  by  him,  apparently  in  a  mixture 
of  the  original  and  the  vernacular  tongues,  the  Andria  of 
Terence  *.     He  can  hardly  have  failed  to  impart  a  Christian 

by  the  celebrated  humuiiat  CoDiad  Celtes  in  1501,  and  by  H.  L.  Schunfleisch 
in  1107,  have  been  Ir»n3l«led  into  French  by  A.  Hagnin  in  1845  (with 
Introduction  and  Notes),  and  into  Gennan  by  Bendixen  in  1858.  An  ample 
analysis  of  her  comedies  will  be  found  in  Klein,  iii.  64B-754.  Her  works 
were  published  in  a  complete  edition  by  K.  A.  Barack  {NOmberg,  1658). 
Aa  to  J.  Aschbach's  attempt  to  prove  her  works  forgeries,  refuted  by 
R.  Koepke,  cf.  Watlenbach,  Dmtschliauts  GtsdnMsfuiUm  int  Miltdalttr, 
fifth  edition  1885,  i.  314  note.  As  to  her  conneiion  with  the  genera] 
activity  in  the  ecclesiastical  worid  of  Suony  to  which  she  bdonged,  see 
O.  V.  Heinemann,  GaclaAU  km  Brmtnxhwtig  umd  Hannover,  i.  153  seqq. 
Hallam  directed  Uie  attention  of  English  readers  to  her  in  the  fir^t  chapter 
of  his  Liltmtutw  of  Europt.  At  the  beginning  of  A.  Cohn's  Skaktafititrt  n 
Gttttumy  (1865^  the  inevitable  Shakesperean  parallels  are  suggested  to  certain 
passages  in  her  cotnedies.  A  TtrtHlita  Chriatiama,  utpoU  Comotdia  Sacris 
tratufiirmatut,  was  published  at  Colc^ine  1593. 

'  See  Giesebrecht,  GtaducUt  dtr  dtubdutt  Kaiatnut.  i.  399. 

>  See  Ueyer  von  Knonau's  notice  of  this  Kotker  (to  be  distinguished 
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colouring  to  his  '  exposition ';  although  there  may  have  been 
other  ecclesiastics  who,  anticipating  the  spirit  of  the  Renas- 
cence rather  than  following  that  of  their  own  age,  made  no 
attempt  to  utilize  their  adaptations  or  imitations  of  classical 
examples  for  a  religious  end  ^. 

With  the  Norman  Conquest  the  literary  tendencies  and  PoasMt 
impulses  to  which  I  have  adverted  very  possibly  found  their  ^^J/*"" 
way  across  the  sea ;  and  as  the  English  monasteries  soon  mofvatu 
began  to  be  filled  with  French,  it  would   be   no  violent  sn^and. 
assumption  to  suppose  that  Latin  religious  dramas  treating 
of  the  legends  of  saints  and  martyrs,  after  the  fashion  of 
Hrotsvitha's  comedies,  should  likewise  have  found  their  way 
there-     The  recitation  of  these  plays,  from  which  to  their 
performance  the  step,  whenever  it  was  first  taken,  was  easy 
enough,  would  in  the  first  instance  find  its  natural  place, 
as  it  had  at  Gandersheim  or  at  St.  Gallen,  in  the  educa- 
tional  life  of  the   children   committed  to  the  care  of  the 
religious  foundations.    Thus  the   legends  of  the  patron- 
saints  of  boys  and  girls,  St.  Nicholas  and  St.  Catharine, 
might  a  priori  be  expected  to  have  met  with  the  predilec- 
tion which   in  the  case  of  the  former  they  are  known  to 
have  commanded*.     A  possible  genesis,  to  say  the  least, 

from  the  earlier  Bajbulus  Notker,  the  author  of  the  'Sequences,'  who 
taught  at  the  Mme  school)  in  AllgmruiH*  deutadu  Btogn^kit,  voi.  xziv. 

'  Thus,  in  the  twelfth  century,  Vitalis  Blcscnsis  (of  Blois)  reproduced  in 
elegiac  veise  the  substuice  at  the  Qutrolus,  already  mentioned,  and  of  the 
Ampkitruo  of  PIsutua.  Teuffel,  u.  i.,  118-9.  The  same  writer  was  probably 
the  authorof  the  CnmMrfia  Bubiimit,  a  purely  literary  effort  in  Latin  diitichs, 
but  dramatic  in  form.  This,  together  with  his  comic  narrative  poem  of  the 
G^a,  is  printed  in  Wright's  Early  MysUrits  and  olhtr  LattH  Potttu  of  tki 
Twdfih  and  Thirittitlh  CaUuwtta. 

'  Geoffrey's  contemporary  and  compatriot  HilariuB,  to  whose  liturgical 
mysteries  reference  will  be  made  below,  wrote  a  Lndta  tuftr  Jdmid 
S.  Nieolai,  which  ten  Brinck,  ii.  347,  describes  as  exhibiting  altogether  the 
character  of  a  acholaatic  drama.  Though  in  certain  respects  resembling  the 
more  elaborate  productions  of  its  author,  it  is  in  fact  little  more  than 
a  dramatic  anecdote,  and  certainly  less  inspiring  than  any  of  those 
expounded  by  Hrotsvitha.  Not  less  than  four  at  the  religious  plays,  in  the 
OrlAins  MS.  occupy  themselves  with  the  miracles  of  St  Nicholas  ;  but 
although  the  HS.  belongs  to  the  thirteenth  century,  the  plays  which  are 
of  monastic  origin  and  display  a  smattering  of  scholastic  learning,  were 
pnitnbly  written  in  the  twelfth.  See  A.  W.  Pollard,  Englidt  Xindi  PU^t, 
Itomliha  and  In/triudts  (1B90),  Introd.  xviL  All  of  these  plays,  together 
with  Hilarius'  version  of  the  story  treated  by  one  of  them,  are  printed  of. 
da  M dril,  054  scqq. 
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accordingly  sn^ests  itself  for  the  Ludus  de  S.  Katkarina, 
to  be  again  mentioned  below,  which  the  Nonnan  Geoffrey, 
afterwards  Abbot  of  St.  Albans,  caused  to  be  represented 
at  Dunstable  some  time  before  the  year  mo,  and  which 
is  the  earliest  play  of  any  kind  known  by  name  to  have 
been  acted  in  England.  This  play  is  indeed  usually 
held  to  have  been  written  in  French ;  but  I  must  confess 
myself  still  unconvinced  by  the  arguments  that  have 
been  advanced  in  favour  of  this  supposition-  It  is  of 
course  conceivable  that  vernacular  refrains  were  mixed 
with  a  Latin  text  \  As  to  the  general  character  of  this 
play  of  St.  Catharine,  it  is  true  that  Matthew  Paris,  writing 
about  the  middle  of  the  thirteenth  century,  classes  it  with 
the  miracle-plays  '  commonly  so  called'  of  his  own  day;  but 
he  is  unlikely  to  have  intended  any  precise  definition.  That 
'  choral  copes  '  were  borrowed  for  the  purposes  of  the  per- 
formance, is  hardly  decisive  of  its  character ;  more  to  the 
purpose,  if  a  seventeenth-century  statement  could  be  con- 
sidered authoritative,  would  be  the  dictum  of  Bulaeus,  the 
historian  of  the  University  of  Paris,  that  the  production  was 
in  accordance  with  University  custom.  The  circumstance 
that  Geoffrey  was  at  the  time  only  expectant  of  clerical 
office,  adds  to  the  uncertainty  of  the  nature  of  the  play 
which  he  put  forth  or  brought  out.  In  any  case,  we  do  not 
possess  this  crucial  Ludus  de  S.  Katkarina,  and  are  there- 
fore unable  to  determine  whether  it  was  a  belated  specimen 
of  the  literary  monastic  drama,  or  whether  is  was  already 
cast  in  the  broader  mould  of  the  popular  miracle-plays,  of 
which  several  Latin  examples  are  extant  from  the  same 
century'. 

'  As  In  some  of  the  plays  of  HiUrfut,  and  in  an  early  Gennan  religion* 
play  of  about  the  same  period  on  the  subject  of  St.  Hary  Hagdnlenc. 
WDlcker  has  suggested  ^in  ■  review  of  the  first  edition  of  this  book)  yet 
•Bother  possibility ;  vix.  that  '  the  play '  was  merely  a  pantonime,  intended 
as  an  accompaniment  to  the  reading  aloud  of  the  legend. 

'  Sec  Collier,  ii.  56,  iio<(.  There  appears  to  have  been  an  old  French 
Miatirt  d4  Samtt  CathtriH*,  of  quite  uncertain  date.  As  to  the  legend 
or  St.  Catharine  and  its  popularity  in  the  Middle  Ages  see  Jusserand, 
Hittoirt  IMlirmrt  du  Pmplt  Atiglma,  dn  Origmti  i  la  Rinaaaana  (Paris, 
1894),  477  and  note.  Among  the  aftergrowths  of  what  I  have  called  the 
literary  monastic  drama  to  be  found  in  Anglo- Nonnan  literature  may  perhaps 
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While  it  would  be  useless  to  speculate  further  on  the 
probable  character  of  an  extinct  effort,  and  wholly  futile  to 
dogmatise  on  a  merely  alternative  solution  of  the  problem 
which  the  mention  of  it  suggests,  one  inference  may  safely  be 
drawn  from  the  preceding  data.  The  religious  drama  may 
have  been  to  some  extent  cultivated  in  our  English  monasteries 
during  the  period  succeeding  upon  the  Norman  Conquest  as 
a  growth  directly  traceable  to  the  influence  of  Greek  and 
Roman  literature.  That  influence,  as  exerted  in  the  present 
connexion,  cannot  at  the  most  be  r^arded  as  other  than 
altogether  subsidiary;  but  even  so  the  fact  is  not  to  be  over- 
looked, that  it  was  precisely  the  class  to  whose  fostering  care 
the  actual  b^innings  of  our  popular  drama  will  hereafter  be 
shown  to  have  been  due, — viz.  the  ecclesiastics — which  had 
not  altogether  lost  sight  of  the  examples  of  dramatic  com- 
positions handed  down  to  them  from  the  literatures  of 
ancient  Greece  and  Rome- 
It  would  be  misleading  to  surest  that  in  our  English  No  English 
literature  before  the  Norman  Conquest  there  existed  any  f^^^ 
dramatic  impulses  or  tendencies  which  might  have  met  half-  Atfo"'  '/i 
way  such  isolated  influences  of  the  study  of  classical  models  c^^/. 
as  have  been  described  above.  The  dialogue  often  forms 
the  first  step  towards  the  drama  ^ ;  but  no  application  of 
this  proposition  is  possible  with  r^ard  to  the  dialogue- 
literature  which  has  come  down  to  us  from  the  so-called 
Anglo-Saxon  times,  whether  the  works  comprised  in  it 
are  translated  or  (more  or  less)  original  When  King 
Alfred  interpreted  for  his  people  the  lofty  wisdom  of  the 
Conselatitm  of  PkUesopky  of  Boethius,  his  object  was  purely 
didactic,  in  the  highest  sense  of  the  term.  This  famous  book 
is  an  argumentative  colloquy,  interspersed,  after  a  fashion 
which  peculiarly  commended  it  to  our  English  ancestors, 
with  quasi-lyrical  passages ;  the  personages  cairyii^  on  the 

b«  included  the  two  illegorical  dramas  of '  GuiBIaune '  Hemun  and  'Elienne ' 
LaogtoD,  referred  to  below  in  another  coanexiou.  For  other  Latin  pla3rs  of 
tbe  same  description  »ee  Wiight.  m.  s. 

'  See  below,  on  the  growth  of  comedy,  more  especially  in  Italy  and 
in  Elngland.  Ai  to  more  primitive  times,  H.  Jusserand,  h.s.,  p.  13,  has 
well  brought  out  the  dramatic  element  in  early  Irish  poetiy,  while  showing, 
p.  77,  the  absence  of  it  from  the  Anglo-Saxon  dialogues. 
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dialogue  are,  with  the  exception  of  the  author  himself, 
abstractions — Wisdom,  the  Reason  and  the  Mind.  In  the 
Dialogues  of  Gregory  the  Great,  which  at  the  wise  king's 
behest  Bishop  Werfrith  of  Worcester  abridged  in  a  ver- 
nacular version,  the  recital  of  the  legends  of  Italian  saints 
finally  tapered  off  into  an  elaboration  of  the  doctrine  of 
Purgatory,  Nor  is  there  any  dramatic  element  in  either 
of  the  two  fragments  of  a  poem  on  Christ  and  Satan  which 
used  to  be  r^arded  as  forming  an  int^ral  part  of  Caedmon's 
Paraphrase.  The  earlier  of  these,  indeed,  I  only  mention, 
because  a  special  treatment  of  its  theme  (the  descent  of 
Christ  into  hell),  taken  from  the  apocryphal  Gospel  of 
Nicodemus,  played  so  important  a  part  in  the  mystery- 
drama  '.  The  much  briefer  fragment  attached  to  it  adds 
a  species  of  anecdote  to  the  dialectical  episode  of  the 
temptation  of  Christ  by  Satan.  Again,  the  very  curious 
series  of  dialogues  between  Salomon  and  Saturnus,  of  which 
the  or^in  seems  traceable  to  ancient  Scandinavian  usage, 
proceed  no  further  than  a  contention — an  alternation  of 
question  and  answer,  or  assertion  and  counter-asseriion, 
between  the  representative  of  biblical  wisdom  and  the 
mouthpiece  of  old-world  love  or  mother-wit  *.  So,  too,  in 
the  Anglo-Saxon  version  of  the  theme  which  in  Middle- 
English  literature  appears  under  the  well-known  designation 
of  The  Debate  of  the  Body  and  the  Soul  there  is  really  no 
debate  at  all,  but  rather  a  mixture  of  simple  narrative  and 
apostrophe'.    Even  theAnglo-Saxon/'orji'on^.S"/.  George, 

'  Tbis  fragnient  is  Dot  in  diatogue.  Eveo  ■  much  later  poem  on  the  same 
subject,  belonging  to  the  nign  of  Edward  II  and  probably  written  lome  time 
•fter  the  theme  had  beeo  dramatically  treated  as  a  m7Stei7,  ia  described,  ai 
'  not  a  dramatic  piece,  but  a  mere  poem  in  dialogue.'  (Wright,  InirodnctitiH  io 
Ciuittr  Plays,  Shakcsp.  Soc.  Publ.,  1843,  p.  liv.  See  also  Rtliquiat  Atitiqutu, 
i.  flS3;  and  cC  ten  Briock,  n.s.;  L  iii ;  iL  051). 

*  Saturn  here  takes  the  place  of  Harcul(  the  usual  Teutonic  champion 
in  theie  wit-combats,  who  also  appears  as  Halcon  or  Harcoi  in  Old 
French  papular  literature,  and  is  cited  by  Rabelais.  See  Jusserand,  m.  <-, 
77  note. 

»  See  Tin  Dtpartid  SohT*  AdJrwaa  Io  Uu  Body  in  J.  M.  Kemble's  Poitty 
oflht  Codtx  ytrail*Hsu,  wHk  tm  Eng/isk  Trati^atum  (printed  for  the  £lfnc 
Society,  1843).  In  Part  I  {Tif  Condtmiud  SotJi  the  Soul  addresses  the 
Body,  which  can  return  to  it  no  answer,  consolation,  or  comfort ;  in  Part  II 
{Tht  Bltastd  Sottf)  Ihe  vessel  of  clay,  which  long  ago  bore  the  now 
emancipated  spirit,  remains  likewise  mute. 
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lively  as  is  the  combination  of  relation  and  dialt^e 
presented  in  it,  can  at  the  nnost  be  r^ardcd  as  having 
fostered  traditions  afterwards  utilised  for  a  popular  miracle- 
play,  without  really  containii^  any  dramatic  elements  of 
its  own'.  These  instances  must  suffice  in  illustration 
of  the  futility  of  straying  into  any  attempt  at  search- 
ing for  dramatic  b^nnings  where  they  are  not  to  be 
found. 

Retracing  our  steps  once  more,  we  may  think  it  worth  Thtnlus 
while  to  enquire  whether  any  other  influences  survived  from  ^,^Jj^ 
the  ancient  world  which,  though  not  in  themselves  constitu-  sUigt. 
ting  the  origin  of  the  modem  drama,  or  of  the  English  branch 
of  it,  were  yet  of  a  nature  sensibly  to  affect  them  in  the 
beginnings  of  their  growth.  Now,  it  is  well  known  that  in 
the  history  of  the  Roman  stage  we  have  to  distinguish 
between  two  lines  of  developement — the  one  native,  the  other 
largely  foreign  and  artificial.  The  latter,  which  to  all 
intents  and  purposes  is  alone  represented  in  the  Latin 
dramatic  literature  handed  down  to  us,  was,  like  the  body 
of  that  literature  at  large,  borrowed  from  the  Greeks.  It  is 
doubtful  whether  at  any  time  the  reproductions  or  imitations 
of  Greek  tragedy  among  the  Romans  secured  the  favour  of 
more  than  a  small  cultivated  minority;  it  is,  for  instance, 
still  an  open  question  whether  the  tragedies  of  Seneca  were 
represented  at  all ;  if  they  were,  it  can  only  have  been 
fashion  which  gave  them  a  passing  v(^ue.  On  the  other 
band,  the  praetextae,  which  treated  themes  of  national  his- 
torical interest,  seem  in  all  other  respects  to  have  followed 
the  Greek  model,  and  not  to  be  really  distinguishable  as 
a  separate  literary  species.  As  a  matter  of  fact,  already  in 
the  latter  days  of  the  Republic  the  multitude  (including, 
according  to  Horace,  even  tiie  knights  in  the  stalls)  could 
only  be  reconciled  to  tragedy  by  the  introduction  of  that 
species  of  accessories  which  in  our  own  times  have  estab- 
lished themselves  as  an  int^ral  part  of  any  important 
theatrical  'production.'  At  Rome  there  was  no  tragic 
drama   capable  of   sustaining    itself  enduringly    with    or 

*  It  WM  edited  for  the  Percy  Society  (vol.  xxviii.)  by  the  late  ArcfadeacoQ 
Haidwick. 
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without  such  adjuncts  *.  In  the  early^  days  of  the  Empire 
tragedy  was  easily  dissolved  into  the  two  elements  of  choral 
music  and  pantomimic  action ;  and  on  its  fragile  ruins  the 
pantomime,  a  species  of  ballet  of  action  to  the  elaboration  of 
which  '  every  art  and  science '  contributed  their  refinements  ', 
established  itself  as  a.  class  of  entertainment  fevoured  by  both 
the  masses  and  their  masters.  Greek  comedy,  i.  e.  the  New 
Comedy  of  Menander  and  his  school,  with  which  we  are 
acquainted  in  the  versions  of  Flautus  and  Terence,  survived 
more  honourably  both  in  Rome  and  in  the  provinces  ;  it  is 
praised  by  faint  blame  in  a  work  of  St.  Augustine  at  the 
beginning  of  the  fifth  century;  and  it  thus,  as  has  been 
already  seen,  furnished  some  sort  of  literary  link  between  the 
ancient  and  the  mediaeval  world.  But  both  tragedy  and 
comedy  arc  to  be  regarded  as  essentially  the  diversions  of 
cultivated  Romans.  The  popular  dramatic  appetite  of  the 
Italian  capital  had  long  fed  with  greater  relish  upon  dramatic 
entertainments  of  native,  or  at  least  ne^hbouring  or^in. 
Probably  those  &rces  which  combined  pantomime,  dance, 
and  music  with  humorous  dialt^e,  and  were  termed 
Saturae  or  mixtures,  were  of  Etruscan  origin.  With  them 
were  united  the  Fabulat  Atellanae,  which  came  from  Cam- 
pania, and,  originally  improvisations,  were  introduced  into 
literature  in  the  early  part  of  the  first  century  B.  C.  These 
were  distinguished  by  their  four  established  character- 
figures,  which  have  survived  to  this  day  in  the  popular 
Italian  comedy  '.  Another  species,  apparently  more  peculiar 
to  the  town,  was  the  Mimus,  which,  like  the  Atellana, 
took  its  figures  from  common  life,  but  had  no  established 
characters.  These  popular  farces  were  at  all  times  the 
fovourite  dramatic  entertainment  of  the  Romans,  whom 
they  delighted  by  their  vigour,  vulgarity,  and  obscenity, 
while   constant   opportunity  was  found   in  them   for  that 

■  Ita  extinction  was,  however,  more  gradusl  than  b  perhaps  sometimes 
supposed.     Cf.  Welcker,  DU  griidnxkrtt  TragSJiiH,  iiL  1466  ttfi. 

'  See  Gibbon's  Dtdba  a»d  Fali,  ch.  xxxi. 

*  The  Italian yiifsa  is  the  origin  of  the  eomnudia  Alt  arit  of  tiie  sixteenth 
centuiy,  ks  to  the  ioaucnce  of  which  on  our  English  comedy  I  shall  have 
somethitig  to  say  below.  The  quays  of  Naples  remain  to  the  present  time 
a  favourite  summer-evening  haunt  of  Arleccbino. 
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licence  of  speech  which,  in  spite  of  law  and  government, 
tempered  the  despotism  of  nearly  all  the  Caesars. 

In  the  days  of  the  close  of  the  Republic,  and  of  the  early  Mimts  and 
Empire,  the  vastncss  of  the  Roman  theatres,  as  well  as  the  ^^'^■ 
diversity  of  nationality  which  was  beginning  to  characterise 
the  Roman  population,  made  it  necessary  to  devise  enter- 
tainments suitable  for  tai^e  masses  of  spectators,  and  at  the 
same  time  adapted  to  the  craving  for  mere  enjoyments  of 
the  eye;  The  circus  had  at  all  times,  and  the  amphitheatre 
had  since  its  establishment,  outvied  the  theatre  in  popularity ; 
as  they  exhibited  a  constantly  increasing  variety  of  spec- 
tacles, processions,  and  contests  by  land  and  water,  their 
attractions  more  and  more  superseded  those  of  the  theatre 
proper,  which  in  its  turn  came  to  supplement  its  waning 
attractions  by  every  species  of  illegitimate  intermezzo. 
The  ribald  jests  of  Atellanes  and  mimes,  and  the  lascivious 
charms  of  the  pantomimes,  were  not  enough  to  feed  as 
endless  appetite  for  amusement ;  and  it  had  to  be  gratified, 
in  addition,  by  '  crowds  of  rope-dancers,  conjurors,  boxers, 
clowns,  and  posture-makers,  men  who  walked  on  their 
beads,  or  let  themselves  be  whirled  aloft  by  machinery,  or 
suspended  upon  wires,  or  who  danced  on  stilts,  or  exhibited 
feats  of  skill  with  cups  and  balls'.'  Nor  was  the  degrada- 
tion of  tastes  inevitably  produced  by  such  entertainments 
confined  to  the  public  theatre  ;  Roman  supper-tables  were 
enlivened  by  similar  exhibitions,  as  a  relief  to  the  recitations 
by  which  the  guests  had  to  allow  themselves  to  be  fatigued, 
or  to  the  conversation  which  they  must  not  unfrequently 
have  found  it  difficult  to  maintain  at  a  high  level  of  interest, 
when  politics  were  dangerous,  and  when  philosophy  and  wit 
had  alike  taken  flight  from  the  couches  rotmd  the  overladen 
board. 

In  short,  the  decay  of  the  Roman  theatre,  and  the  de- 
graded character  of  the  body  of  the  dramatic  or  quasi- 
dramatic    amusements    which    survived    this    decay,   are 

'  Quoted  ftttny  Merivale's  Hialory  of  Ifu  Somans  luiJtr  tin  Emfiirt,  ».  67 ; 
where  aee  a  curioua  passage  from  Bulenger,  Dt  Thiatro,  Further  details, 
together  with  a  general  review  of  the  Roman  entertainments  of  the  dayi 
of  the  Empire,  and  of  the  decay  of  the  Roman  druna,  will  be  foond  in 
FriedUnder'a  S^tmgadMktt  Roma  (1864),  ii.  ia5.-396L 
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abundantly  attested  for  the  whole  period  of  the  Empire. 
The  history  of  Roman  pantomime  connects  itself  both 
glaringly  and  grotesquely  with  that  of  the  Imperial  Court 
from  Nero  to  Theodora  ;  while  from  among  the  subjects  of 
the  Caesars  luxury,  lust,  and  licence  attracted  to  the  panto- 
mimic stage  generations  of  votaries,  and  were  st^matised  as 
its  shame  by  the  Fathers  of  the  Christian  Church  *.  But 
though  pantomime  gradually  ceased  to  flourish  as  a  diver- 
sion of  State,  its  traditions  as  well  as  those  of  the  humbler 
mimes  were  carried  on  by  a  class  of  performers  which  is  of 
its  nature  indestructible.  The  strolling  mimes  conveyed 
the  last,  and  probably  some  of  the  worst,  reminiscences  of 
the  Roman  acting  drama  across  the  period  of  those  Great 
Migrations  which  changed  the  face  of  the  Western  world.  In 
the  fifth  century  we  meet  with  a  condemnation  of  kistricnes, 
tnimi,  and  joculatores  by  an  ecclesiastical  council.  Even 
before  this,  not  only  actors  of  all  kinds,  but  also  persons 
addicted  to  '  theatromania,'  had  been  excluded  by  the 
Church  from  her  benefits.  The  judicial  system  of  the 
Prankish  empire  analogously  refused  the  exercise  of  public 
rights  to  histriones  and  ntigatores  among  other  classes  of 
persons  whom  it  branded  as  viles  and  infames  ^-  Yet  the 
craving  for  theatrical  entertainments  of  a  popular  descrip- 
tion continued  to  evoke  a  supply  in  the  &ce  of  Church 
canons  and  national  laws,  and  in  defiance  even  of  that 
occasional  apathy  in  high  places  which  professional  art 
may  be  excused  for  r^arding  as  '  the  most  unkindest  cut 
of  all  V 
'  Here  and  there,  remnants  of  ancient  heathen  religious 
rites  may  have  survived  among  both  Celtic  and  Teutonic 
nations,  which  partook  of  the  nature  of  what  were  after- 
wards known  as  pageants  or  masques,  and  which  accordingly 

'  For  tn  anthology  of  such  Bnatbemu  ace  du  Mini,  u.  s.,  ■]-&,  and  notes. 
The  keynote  of  invective  was  struck  by  Tertulliao,  whose  tre«tise  Dt 
Sptttaada  (second  century)  act  the  example,  followed  by  many  subsequent 
assistants  of  the  stage,  of  ignnring  all  distinctions  of  either  time  or  kind. 

'  See  R.  Sohm,  DU  FrihMsckt  Rtidis-  utid  GmMstmfassHHg,  (1871), 
354  Mto. 

'  It  is  related  of  Lewis  the  Pious,  that  he  never  raised  bis  voice  in 
laughter,  not  even  when  at  festivals  there  appeared  for  the  enjoyment  of  the 
people, '  MyMH^  tcumu  tl  mimi.'     Klein,  iii.  £33,     Cf.  ib.  iv.  104 ;  ii.  665. 
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contained  possibilities  of  dramatic  developement.  But  these 
phenomena  either  belong  to  the  boundless  field  of  com- 
parative mytholc^y,  or  are  too  isolated  to  bear  any  solid 
superstructure.  The  activity  of  the  strolling  mimes,  on  *»««. 
the  other  hand,  which  more  especially  concerns  us  here, 
must  inevitably  have  been  so  multitudinously  varied  in 
character  as  to  defy  either  classification  or  record.  It  is 
the  pride  of  the  true  popular  entertainer  to  be  all  things  to 
all  men  ;  to  intensify  and  enhance  every  element  of  excite- 
ment or  diversion  which  the  efforts  of  voice,  face,  or  limbs  can 
furnish  by  means  of  any  adventitious  aid  which  ingenuity  can 
suggest  or  to  which  experience  can  impart  an  additional 
screw.  Th.t^j'oculatores,  the  successors  of  the  mimes,  whose  Joatlaforrs. 
name  they  occasionally  bore  and  whose  custom  of  shaving 
the  head  they  perpetuated,  were  therefore  in  nature  and 
purpose  Protean.  The  designation  may  be  understood  as 
including  reciters,  singers,  musicians,  dancers,  posture-makers, 
buffoons,  and  actors  of  every  description ;  and  doubtless 
several  or  all  of  these  characters  were  frequently  united 
in  a  single  person.  According  to  the  nature  of  their  accom- 
plishments, or  to  the  frequency  of  their  appearance,  these 
entertainers  would  be  welcome  among  high  and  low,  at  the 
court  and  in  the  castle,  in  the  market-place  and  on  the 
village-green. 

But  as  these  perennial  purveyors  of  amusement  came  to 
associate  themselves  with  particular  countries,  and  in  the 
course  of  time,  prompted  by  occasion  or  genius,  sought  to 
gratify  higher  as  well  as  lower  recreative  demands,  their 
efforts  gradually  fell  into  more  distinctive  forms,  and  the 
appellations  bestowed  upon  them  began  to  assume  more 
specific  meanings*.  In  Rome  itself  Aisirifftias  and  thytnelui 
appear  to  have  survived  into  a  period — the  twelfth  century 
— in  which  no  mention  yet  occurs  of  any  beginnings  of  the 

■  Du  Hriril,  w.  s.,  pp.  a6  tfj-  ^>  some  intcrealing  Dbservations  on  (he 
literar?  clemeiits  traceable  in  some  al  the  performances  of  these  popular 
entertaineiB.  Tbc  ^neral  nature  of  the  procesa  whereby  the  art  of  acting 
was  tranimittcd  to  the  early  Middle  Ages  from  the  Roman  Empire  is  well 
indicated  in  the  MitHoin  sttr  Us  jtux  scoaguta  Jts  Romama  in  vol.  i.  of 
(Euora  ComfiiHa  di  Dtidos  (Paris,  1606),  which  also  furnishes  a  graphic 
account  of  the  decay  of  the  Roman  stage. 

VOL.  I.  C 
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Thtjottg-  Christian  religious  drama  in  the  Eternal  City '.  In  France, 
/■fBHor"  *°  which  for  our  purpose  it  will  now  suffice  to  confine  our 
btfert  tht  attention,  the  literary  tastes  of  the  higher  classes  had  by  the 
Conquti  of  eleventh  century  taken  two  principal  directions — in  the  North 
Engtand;  that  of  epical,  in  the  South  that  of  lyricaJ  soi^.  The  age 
was  an  age  of  wars.  Its  social  system  everywhere  asserted 
the  personal  tie,  in  default  of  what  was  in  time  to  become 
the  bond  of  the  nation  or  the  state.  Furthermore,  the  ideas 
of  chivalry  had  established  an  artificial  codej  consciously 
devised  tor  imposing  self-restraint  during  the  pursuit  of  the 
two  passions  which  animated  the  lives  of  men— love  and 
fighting.  Under  these  influences  flourished  the  poetry  of 
the  troubadours  3xi6.  the  trouvkres.  The  home  of  the  former 
was  Provence,  where  the  chief  business  of  the  jongleurs 
(another  form  of  the  terra  joculatores)  was  to  accompany 
with  music  and  song  the  expressions  of  sentiment  habitual 
to  the  masters  who  had  taken  them  into  their  employ.  In 
Normandy,  on  the  other  hand,  and  in  the  North  of  France 
generally,  the  trouvhes  found  themselves  called  upon  to 
sing  their  chansons  de  geste,  commemorative  primarily  of 
deeds  of  war.  Successful  skill  in  this  direction  required 
a  special  and  in  time  an  elaborate  training ;  and  the  names 
of  trouvh-es,gestours  *,  isAjongleurs  became  interchangeable 
as  more  or  less  professional  des^ations.  And  both  here 
and  afterwards  in  England  the  custom  arose  of  great  per- 
sonages employing  such  craftsmen  or  artists  of  their  own, 
who,  being  chosen  from  or  enrolled  among  the  members  of 
their  own  households,  were  called  by  the  general  name 
implying  this  relation,  though  not  necessarily  indicating 
a  status  of  unfreedom  '.  The  name  of  menestrels  (minis- 
teriaUs)  was  however,  it  would  seem,  only  occasionally 
applied  to  this  class  of  skilled  performers  in  France.  At 
times  they  evidently  enjoyed   considerable  r^ard  and  a 

'  See  F.  Gregorovius,  Dt»  rimiadu  Passumstpi^,  &c.,  id  Kltitu  Sckrijleit 
aur  GtsMtUt  Hud  Cultur,  iii.  (1693).  177. 

'  'Of  sU  manner  of  miiutrBlea 
And  jeatours,  that  Eellen  tales 

Both  of  weeping-  and  of  game.'   Houtt  cfFoHu,  vL  571-3. 
Cf.  Ttf  Rmu  of  Sir  Thopat. 
*  See  Waitz,  Dtuisdu  VtrfassungigadacliU,  iL  15a. 
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recognized  position ;  indeed,  it  is  quite  possible  that  the  inti- 
mate relation  between  the  Norman  dukes  and  barons  and 
Hasii  jof^leurs  may  be  traceable  to  an  ancient  Scandinavian 
origin ;  for  the  duty  of  the  skald  had  been  to  ang  the  war- 
like deeds  of  his  chiefs. 

It  is  easy  to  understand  how  of  these  jongleurs  consider- 
able numbers  came  to  seek  and  to  enjoy  a  licensed  liberty, 
which  may  be  supposed  to  have  not  tmfrequently  grown  into 
a  liberty  without  the  license,  of  wandering  from  castle  to 
castle,  and  of  occasionally  displaying  their  skill  to  less 
exclusive  audiences  outside  the  gates  or  at  the  foot  of  the 
hill.  Here  they  must  at  times  have,  in  more  senses  than 
one,  fallen  into  the  ways  of  those  humbler  kinds  of  enter- 
tainers who  had  survived  as  remnants  of  an  earlier  age, 
and  who  are  nowhere  likely  to  have  been  more  numerous 
and  more  tenacious  oftheir  habits  than  in  countries  which  had 
been  so  long  and  so  thoroughly  romanised.  The  itinerants 
in  their  turn  had,  no  doubt,  occasionally  gained  admission  to 
the  castles,  where  more  ribaldorum  they  had  furnished  fadle 
opportunities  of  amusement.  The  two  classes  of  entertainers 
had  characteristics  in  common ;  and  although  the  distance 
was  wide  between  the  favoured  dependant  who  sat  at  his 
lord's  board  and  accompanied  him  into  the  Aeld,  to  share 
with  him  the  danger  and  the  honour  of  his  warlike  explcHts, 
and  the  stroller  who  amused  h^h  and  low  in  their  hours  of 
relaxation,  yet  it  was  a  distinction  bridged  over  by  many 
intermediates.  The  best  illustration  of  the  sort  of  confusion 
which  prevailed  is  to  be  found  in  the  intermixture  of  names 
which  certainly  ensued.  The  renowned  Taillefefj  who 
furnished  a  treble  prelude  to  the  fight  at  Senlac — of  songs, 
of  a  juggling  trick,  and  of  self-sacrificing  intrepidity,— is 
by  one  of  the  chroniclers  who   recount  his   heroic   death 

■  I  have  not  thought  it  worth  while  to  enquire  into  the  possibQitiea  n 
to  lome  notion  af  tliis  relation  hitving  been  imported  from  the  same  source 
into  England  before  the  Norman  Conquest.  In  Btotaul/  the  gleeman  who 
narrates  the  great  actions  of  the  post  in  a  solemn  and  religious  strain  is  the 
associate  or  the  wanrion  whom  he  addresses ;  afterwards  we  find  the  sepjk 
ranking  at  the  court  of  bis  lung  or  at  other  courts,  where  be  appeus  on  his 
wanderings  as  an  honoured  guest.  The  songs  of  the  Anglo-Saxon  gteenun 
are  epical,  stabile  sections  of  the  existing  body  of  national  legend  sung  bjr 
him  to  an  epical  instrument  (the  gUi-t>tam). 

c  a 
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mentioned  under  designations  which  in  the  mouths  of 
churchmen  were  traditional  terms  of  opprobrium  •. 

The  Norman  Conquest  brought  into  England  a  wide  and 
aftfr''iht  heterogeneous  variety  of  novel  visitors ;  and  they  all  came 
Cmjueaf.  to  stay.  The  Norman  chivalry  were  accompanied  by  their 
poets — the  jongleurs  or  trouvhes — by  whom  not  only  new 
forms  but  a  new  spirit  of  composition  was  introduced  into 
this  land,  and  through  whom  and  whose  imitators  among 
English-born  silvers  the  character  of  our  epical  and  lyrical 
literature  was  largely  changed,  although  its  native  features 
were  neither  wholly  destroyed  nor  in  some  instances  even 
obscured.  The  process  was  a  very  gradual  one ;  it  occupied 
over  three  centuries,  and  even  then  remained  only  partial 
in  its  effects '.  But  the  conquering  expedition  likewise 
included  a  motley  crew  of  adventurers  from  all  parts  of 
what  is  now  France,  and  from  adjacent  territories ' ;  and 
stragglers  of  this  description  no  doubt  continued  to  follow 
in  the  wake  of  the  immigrations  which  ensued  after  the 
victory.  The  mental  diversions  of  Messires  Boutevilain  and 
Trussebot  cannot  have  ordinarily  lain  in  the  direction  of  the 
'  chansons  de  Karlemaine  h  de  Rollant,'  which  Taillefer  had 
sung  '  before  the  dukes.'  Thus,  if  the  simple  strains  of  the 
gleeman  that  had  formerly  been  heard  in  the  house  where 
the  English  lord  sat  with  his  thegns  gathered  round  him 
were  now  succeeded  by  the  songs  of  the  minstrel  in  the 
castle  of  the  Norman  baron — neither  need  we  doubt  but 
that  vagrant  entertainers  of  a  less  select  class  likewise  found 
their  way  into  the  hall  on  the  hill,  after  affably  pausing  at  its 
foot  to  furnish  a  taste  of  their  quality  to  less  discriminating 
audiences.     And  not  uafrequently  in  England,  as  in  France, 

•  '  Hislrio,  cor  ttuda»  Qimiuni  quern  nobiliUbtt'j 
and  •gRin, 

'  Incisor-fen-i  mimtis  cofcuomine  dictus.' 
(Guy  orAnieiis.)     See  Freeman's  Nomtan  Confuesl,  Hi.  478,  Hok. 

'  This  is  not  the  place  in  which  to  enquire  whether  some  of  the  con- 
clusioas  on  this  head  advanced  in  the  brilliant  volume  by  H.  Juaserand  already 
cited  require  modification.  I  rather  direct  attention  to  the  passages  in 
which  he  speaks  of  the  continued  treatment  of  their  accustomed  subjects  by 
the  French  jonglturs  in  England,  and  of  the  imitation  of  them  bj  English 
minstrels,  even  when  treating  native  themes.     Sec  pp.  146,  944  Sfqy. 

'  In  Thierry's  picturesque  phrase,  '  tous  les  entans  perdus  de  I'Europe 
ocddentale.' 
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it  may  have  from  the  eleventh  century  onwards  been  fre- 
quently a  matter  of  difficulty,  or  of  indifference,  to  pronounce 
to  which  of  the  two  classes  any  particular  minstrel  belonged. 
As  a  matter  of  course,  durir^  the  re^ns  of  our  Norman 
and  Angevin  kings  at  all  events,  the  connexion  between 
the  two  countries  and  their  baronages  was  too  close  for  the 
minstrelsy,  high  or  low,  of  the  one  to  diverge  altogether  in 
its  developement  from  that  of  the  other.  Neither,  however, 
was  there  anythii^  like  parallelism  between  the  two  growths; 
and  the  difference  between  them  reflects  itself  very  notably 
in  the  history  of  the  b^innings  of  the  French  and  of  the 
English  drama  respectively.  In  France  the  literary  activity  Thtirinflu- 
of  ^e  jongleurs  induced  them,  as  early  at  least  as  the  twelfth  VJ"^" 
and  thirteenth  centuries,  to  follow  the  example  of  the  monks  nings  of 
in  composing  plays  on  sacred  themes,  such  as  had  already  ^/™^ 
in  the  eleventh  been  produced  by  clerical  authors.  Of  this 
kind,  for  instance,  was  the  activity  of  Rutebeuf,  who  from 
the  life  of  a  vtaaAena^jo^leur  or  miscellaneous  entertainer 
rose  to  secure  to  himself  a  place  among  the  poets  and 
moralists  of  his  country.  The  numerous  works  of  this 
versatile  genius  include  a  typical  example  of  the  satirical 
*  debate '  of  the  period — a  species  ve^ng  under  such  treat- 
ment as  his  upon  the  vivacity  of  a  dramatic  scene,  although 
not  admitting  of  being  called  a  drama  in  miniature  ^.  But 
they  also  comprise  Le  Miracle  de  ThiophUe,  a  dramatic 
attempt  on  a  religioussubject  familiar  to  Hrotsvitha  and  other 
early  mediaeval  writers,  and  ending  with  an  orthodox  '  TV 
Deum  taudamus*'  But  while  the  literary  ambition  of  the 
Yitadx  jongleurs  early  addressed  itself  to  the  dramatic  treat- 
ment of  such  a  theme  as  this,  the  popular  performances  of  their 
strolling  brethren  had  likewise  never  ceased  to  be  carried  on 
with  a  vigorous  persistence  and,  attaching  themselves  to  the 
comic  usages  of  popular  festivals,  in  their  turn  gave  rise  to 
early  attempts  of  an  unmistakeabty  dramatic  nature.  From 
the  popular  _;>«r '  which  heightened  the  fun  of  ^ix  files  de 

*  The  tamoui  DispuHton  in  CroisU  tt  cIm  Dtatraiau,  in  which  the  rather 
cynical  common-sense  of  the  Non-Cruuder  is  intended  to  Come  off  best. 

*  Hatoirt  LitUtvin  Jt  la  Franet,  zx.  175-7.     I  aball  have  occasion  for 
retorning  to  this  '  play '  below. 

*  Tlieae  jrax  must  be  distinguished  from  the  jatx-pariit  or  partunt  of  the 
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tdne  and  similar  jollifications,  were  derived  the  6rst  farces 
of  the  Basoche  and  the  sottUs  of  the  enfans  sans  souci,  whence 
French  comedy  in  its  turn  derived  some  of  its  constituent 
elements '.  Thus  from  an  early  date  religious  and  profane 
plays,  as  it  were,  kept  pace  with  one  another  in  the  history  of 
the  French  drama ;  and  two  further  facts  explain  themselves, 
which  it  is  beyond  my  purpose  to  seek  further  to  elucidate 
in  this  place.  First,  the  early  and  active  cultivation  of  the 
religious  drama  in  France  was  by  no  means  wholly  owing  to 
clerical  hands ;  and,  ^ain,  the  French  stage  as  early  as  the 
thirteenth  century  almost  entirely  emancipated  itself  from 
dependence  on  the  Church.  The  absence  of  a  common 
national  consdousnass  capable  of  exciting  a  commanding 
interest  in  secular  actions  and  heroes  may  help  to  explain 
the  monopoly  long  enjoyed  by  the  sacred  drama  of  themes 
such  as  could  engage  the  nobler  sympathies  of  the  people  at 
large.  But  the  contemporary  dramatic  performances  which 
pursued  a  less  devated  aim  were  from  an  early  date  equally 
successful   after  thetr  kind ;  and  thus  the  history  of  the 

North  (of  which  Rutebeufs  Cruaadtr  and  Non-CrustuUr  may  serve  as  an 
example),  called  UitaOHS  in  Provence,  wbicb  are  merely  satirical  poems  In 
dialoi^e-fom.    Ilitleirt  LHtAvin,  Sic,  xx.  657. 

'  See  Ebert,  EuttmcUuitgagtackiMt  d»r/ratu6s,  TragdJit,  aa ;  Klein,  iv.  34; 
Hagenbach,  KirdungtsdiichU,  iii.  414.  The  Isj  Brotherhood  of  the  Passion 
performed  mysteries.  The  moralities  of  the  cttrrs  dt  Im  BaaocMt  (i.  e. 
Basilica)  were  Otar  serioua,  the  farttt  their  humorous  plays.  From  Uie 
latter  are  to  be  diitinguiahed  the  sottia,  which  were  entirely  satirical,  and 
in  fonn  largely  alle^rical.  (See  for  abundant  examples  of  the  last  three 
species  vols.  i.-iK.  (rfViollet  le  Due's  Atteim  Tkialni  Fra-fois.)  The  species 
were  often  interchanged  between  the  several  aasociatians  (Amd,  GaduchU 
dtr  fimtBSs.  NaXoHanHtratur,  i.  aai).  The  buriesquing;  of  religious  rites, 
which  wu  so  popular  in  France,  and  which  seems  traceable  to  a  Byzantine 
origin,  was  also  carried  on  occasionally  in  England.  See  Jusserand,  k.>., 
466  scqq.,  where  is  quoted  the  letter  of  Bishop  Robert  Grostestc,  prohibiting 
the  celebration  of  the  '  Feast  of  Fools '  on  the  Feast  of  the  Circumcision  in  his 
cathednd^a  prohibition  aflenvards  extended  to  his  whole  diocese.  Of  this 
mock-feast  traces  are  said  to  be  discoverable  as  late  as  the  reign  of  Henry  IV, 
aboart  whiiA  time  it  is  supposed  to  have  bean  abiJishcd.  The  well-known 
c«rematiy  of  the  election  of  a  Boy-Bishop,  whose  reign  lasted  from 
St.  Nicholas*  to  Innocents'  Day  (December  6  to  a6),  was  practised  in 
schools  as  well  as  in  parishes,  aad  in  the  former  survived  to  ttie  Reformation 
period.  See  Hone,  Atuiaif  My^nits  Dnaibid.  'The  Mass  of  the 
Drunkards'  (Wright't  Rtliqtnat  Aniiguat,  u.  ao8)  was  probably  a  mere 
literary  squib.  The  ribaldry  of  mock-litaniea  will  never  cease  to  find 
k  grateful  publi<^  so  long  as  there  remain*  a  religious  sentiment  to  deride. 
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Fr«ich  drama  became,  and  long  continued  to  be,  a  record  of 
a  competition  or  stru^le  between  associations  of  players 
severally  representing  its  serious  and  its  comic  side  *. 

On  the  English  side  of  the  Channel,  different  conditions  Tfu 
led  to  different  results.  It  has  been  already  said  that  the  ^^iohJ. 
Norman  Conquest  brought  into  this  country  the  minstrels, 
as  thcjottgUurs  from  Normandy  and  Northern  France  were 
here  more  usually  called  ;  and  that  this  designation  included, 
t(^ether  with  the  authors  and  singers  of  romantic  verse,  the 
miscellaneous  entertainers  with  whom  even  at  home  they  were 
largely  intermixed  and  in  consequence  freely  confounded. 
In  the  eyes  and  to  t3ie  ears  of  the  English  population  the  two 
classes  gradually  came  to  be  regarded  as  a  single  class  or  pro- 
fession *.  To  what  extent  and  by  what  processes  some  sort  of 
relation  established  itself  between  the  Norman  singers  and  the 
remaining  representatives  of  native  English  song,  is  wholly 
unknown;  very  probably  before  long,  and  moie  especially 
after  English  University  life  had  b^uo,  the  wandering  clerks, 
with  their  sufficient  Latin  and  ready  ear,  proved  the  most  effec- 
tive intermediaries  of  literary  as  well  as  of  social  communica- 
tion *.     Musicians,  dancers,  and  fortune-makers  stood  less  in 

>  Cr.  p.  Albert,  La  LiMnlurt  Fmnfoiat  Ja  Originta  am  XVTI^  Siidi, 
p.  69 ;  wbere  la  effective  contrast  is  drmwa  with  the  iDtimate  relationa 
between  the  national  epos  uid  the  natianal  tragedy  of  ancicot  Greece.  Ooc 
or  two  French  mysteries  on  subjects  taken  from  secular  literature  are, 
however,  mentioned  by  Ebert,  u.  j.,  p.  33.  From  the  closing  period  of  the 
Kiddle  Agea  datea  a  Mialirt  du  si^i  J'OrUattt,  on  which  a  monogr^h  lua 
been  published  by  F.  Guescard. 

*  In  Pirn  PloanHOH  {Passua),  Attiva  fita,  to  prove  himself  net  ■  true 
minstrel,  says : 

'  Icb  can  not  tabre  ne  tmmpe  ■  ne  Idle  Cure  geates 
.  .  .  ne  fithelen  ■  at  fesles  ne  harpen, 
Japen  ne  Jogelen  ■  ne  gentilliche  pipe, 

Nother  sailen  [dance]  ne  sautrien  '  ne  singe  with  the  glterne.' 
This  is  a  veiy  similar  list  of  accompliahmenti  to  that  cited  by  Jtmerani^ 
160  note,  from  the  tale  Dts  dinx  bonUors  rivmue  : 

Je  Mia  cDDter  beau  dits  nouveanz  .  .  . 
Je  sais  [bien]  jouer  des  couteaux 
Et  de  la  corde  et  de  U  fronde, 
Et  de  tous  les  beaux  jeui  du  monde 
Je  sais  bten  chanter  k  devis, 
Da  roi  Pepin  de  Saint-Denia  .  .  . 
De  Charlemagne  et  de  Roland,'  ftc.,  &c. 
'  Ten  Briock,  t  043 ;  319-80. 
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need  of  go-betweens  to  secure  the  applause  of  any  kind  of 

public,  and  in  time  they  must  have  without  effort  absorbed 

fragments  of  the  native  population  into  their  elastic  fraternity. 

Whatever  influence  was  exercised  upon  the  b^innings  of 

the  English  drama  by  the  minstrels,  must  have  been  more 

or  less  in  proportion  to  their  rate  of  progress  in  becoming 

part  of  the  life — literary  and  social — of  the  English  people. 

It  seems  to  follow  that  for  some  time  after  the  Conquest — 

and  it  was  within  this  period  that  the  b^innings  of  our 

drama  fell — this  influence  could  not  be  exerted  at  the  same 

rate  by  the  two  classes  of  minstrels  which  at  the  time  of 

their  first  introduction  into  the  country  it  is  still  possible  to 

distinguish.     It  might  indeed  be  supposed,  that  when  in  the 

middle  of  the  twelfth  century  John  of  Salisbury,  discoursing 

on   the  idle  pursuits  of  courtiers,  condemned  totam  islam 

joculatorum  scenam,  and  declared  that  the  Holy  Sacrament 

should   be  refused  to  histriorus  and  mimi,  he   meant  to 

include  both  the  higher  and  the  lower  description  of  minstrels 

in  the  same  anathema  as  actors  on  some  sort  of  stage. 

But  it  is  extremely  doubtful  whether  this  very  learned  clerk 

intended  any  reference  whatever  to  dramatic  performances 

or  performers  of  his  own  day  and  country  *. 

Tit  b^-        It  would  accordingly  be  futile  to  search  in  the  remains  of 

E^!^^"**  Anglo-Norman  literature,  whether  composed  in  French  or 

dranut  uh-    in  Latin,  for  any  links  connecting  it  with  the  beginnings  of 

wM  Uu       t^*  English  drama  properly  so  called.  As  a  matter  of  course, 

iiig^tr         those  productions  cannot  be  here  taken  into  account  which 

tKHotnla;    themselves  formed  part  of  the  early  efforts  of  the  lituigical 

drama  in  France,  and  may  thus  have  indirectly  affected  the 

growth  of  the  same  species  in  England.     Among  these  the 

remarkable  compositions,  belonging  to  the  earlier  half  of 

the  twelfth  century,  of  Hilarius,  a  monk  of  English  descent, 

who  though  re»dent  in  France  kept  up,  as  some  of  his  lighter 

poems  show,  a  correspondence  with  Englishmen,  will  be 

*  See  Wr%ht,  Itdrodudioii  to  Oualir  Playt,  p.  vi,  and  cf.  Henry  Horley, 
EugUsA  Writm,  i.  599  :  '  The  world  of  his  owd  day  did  not  concern  John  of 
Salisbuiy,  when  he  sat  pen  in  hand.  .  .  .  When  he  talks  of  writers  and 
pisys,  it  soon  appears  that  his  mirid  ia  upon  Plautus  and  Terence.'  Indeed, 
he  asserts  that  tragic  and  comic  actors  came  to  «n  end  with  tragic  and 
comic  poeta.     (Cf.  the  passage  cited  by  Du  Htril,  p.  04,  noU.') 
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described  in  their  proper  place  a.  little  further  on.  And  I  may 
similarly  postpone  a  notice  of  the  two  religious  plays  written 
respectively  by  the  Angio-Norman  trouvire  Guillaume 
Herman,  and  by  the  Paris  doctor  Etienne  (Stephen)  Langton, 
afterwards  renowned  as  Archbishop  of  Canterbury,  They 
date  from  the  latterpart  of  the  same  century;  but  while  on 
the  one  hand,  like  one  of  the  plays  of  Hilarius  already  men- 
tioned, they  share  some  of  the  features  of  tiie  literary  religious 
drama  which  I  have  already  discussed,  on  the  other  their 
general  conception  and  treatment  recall  the  moralities 
of  which  the  genesis  will  be  traced  below.  In  the  general 
current  of  Anglo-Norman  literature  we  can  at  the  most 
discern  a  not  unfrequent  dramatic  ripple  upon  the  wave ; 
in  accordance  with  the  undying  tendency  of  French  song,  it 
abounds  in  those  satirical  tendencies  which  in  Anglo-Saxon 
literature  had  only  here  and  there  manifested  themselves  ^. 
Gradually  the  dialogues,  disputations,  or  esirifs  which  found 
so  much  favour  in  the  Norman  castles   came  to  be  from 

<  Ten  Brinck,  ii.  307.— In  Wright's  Angto-LaltH  Lyrical  Potts  of  tht 
Tudflh  Cttltay  (1879)  I  perceive  no  reference  to  dram>tic  representations, 
and  (with  the  exception  perhaps  of  the  alleKorical  figures  in  the  L&tr  Alani 
lit  Plandu  Nahitat)  nothing  that  calls  up  any  reminiscences  of  the  early 
drama.  There  ia  no  dramatic  element  in  any  of  the  writings  of  the  witty 
Walter  Map.  In  the  slight  dialogue  between  Nonnan  barons  (printed  in 
Rttiqiaat  Antiqtte*,  L  134,  from  b  H5.  dating  from  about  1300)  there  is 
nothing  which  can  (kirly  be  called  dramatic.  I  am  not  acquainted  with  all 
the  literature  mentioned  by  Klein,  iv.  105,  and  Jusserand,  459  seqq.,  but  so 
for  as  my  knowledge  extends,  the  same  remark  holds  true  aSiX.  Thus,  ^though 
in  its  versions  from  the  thirteenth  century  onwards  the  DtbaU  bthvitH  Ih* 
Body  and  Sold  passes  from  the  form  of  address  into  that  of  dialogue,  it  is 
not  on  that  account  any  more  of  a  drama.  (In  the  French  Dibat  du  Corps 
tt  di  rAmt  {Andm  Tht&trt  Franfoit,  iii.  335-336)  an  'Acteur  '  narrates  the 
actioD  springing  from  the  dialogue.)  Nor  can  1  conceive  of  its  having  been, 
in  accordance  with  Klein's  conjecture  as  to  these  dialogues,  acted  by 
Nonnan  joHgltun  in  the  castles  before  lords  or  ladies.  So  also  with 
a  Disfiulatio  Mir  Mariam  tt  Cructtn  imitated  by  an  English  writer  of  this 
period  (Ten  Brinck,  i.  390-1) ;  nor  can  such  «A^  as  Tht  Owl  and  tht 
Nighlatgait  or  Tht  Thnah  and  tht  Nig^lingaJt,  or  the  lather  later  humorous 
Dtbatt  of  tht  Carptttltt'i  Tools,  have  been  composed  with  any  dramatic 
intention.  A  solitary  link  between  these  disputations  and  the  early  religious 
dnma  is  to  be  found  in  the  Hamming  of  Hill,  which  will  t>e  noticed  below  as 
our  earliest  extant  religious  drama,  but  which  its  author  announces  as  a '  strif' 
(disputation),  and  which  was  not  intended  for  representation.  Seejussciand, 
459,  mlt.  But  the  date  of  this  piece,  which  ia  preserved  in  a  MS,  of  the 
reign  of  Edward  111,  is  not  supposed  to  be  earlier  than  the  reign  of  Henry  III. 
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time  to  time  imitated  by  English  wits  for  the  delectation 
of  native  ears  ;  but  this  was  after  the  English  drama 
had  already  taken  root  as  a  popular  growth  not  directly 
affected  by  these  compositions.  During  the  century  and  a 
half  following  upon  the  Norman  Conquest  our  English  litera- 
ture aeemed  to  sleep  the  sleep  of  death ;  what  survived  of  it 
(witness  the  English  Chronicle)  clung  in  form  as  in  language 
to  an  obsolete  world ;  and  the  Norman  minstrels  of  the 
higher  class,  or  the  Englishmen  who  under  the  stress  of 
circumstances  or  from  interested  motives  adopted  the  tongue 
of  the  conquerors,  were  not  the  poets  of  the  people. 
and  con-         Qa  the  Other  hand,  it  is  difficult  to  persuade  oneself  but 

tudtd  only      ,  ,  '  ..... 

in  wiys  M>f  that  some  elements  of  dramatic  action  survived  in  the  multi- 

taaiyasar-  tudinous  cfforts  of  that  lower  or  more  popular  species  of 

Imnablt  .  ,  .  ^  .  .         ,  .  . 

udih  the  mmstrels  whose  first  representatives  in  this  country  have 
'<"«''■  been  described  above  as  a  kind  of  camp-followers  of  the 
Norman  Conquest ;  and  that  these  seeds,  though  scattered 
by  the  roadside,  failed  to  sprii^  up  here  and  there  into 
some  kind  of  ear.  Proof  must  in  this  case  be  out  of  the 
question  ;  but  it  is  hard  to  suppress  the  notion  that  in 
Ei^land  too  something  like  a  thread  of  continuity  attaches 
the  undistinguishable  remnants  of  the  ancient  to  the  vague 
b^innings  of  the  modern  st^e.  It  was  the  activity  of 
the  st^e  which,  as  we  shall  see  below,  towards  the  close 
of  the  fifteenth  century,  in  all  but  the  remote  regions  of 
their  activity,  cut  the  last  sods  of  ground  from  under  the 
feet  of  the  '  last  minstrels '  of  this  class ;  yet  this  very  stage 
owed  to  their  predecessors  a  debt  not  to  be  altogether 
repudiated,  although  never  likely  to  be  accurately  apprised. 
For,  while  tlMy  may  not  have  been  direct  contributors  to 
the  beginnings  of  our  drama,  tfiey  helped  to  urge  these 
b^innings  onwards  in  the  direction  in  which  they  were  to 
ensure  vitality  to  themselves,  viz.  in  that  of  popularity.  This 
could  hardly  have  been  otherwise ;  for  in  the  nomad  life  of 
the  Middle  Age,  as  it  has  been  so  graphically  depicted 
by  a  distinguished  French  writer,  in  whose  pages  Old  Eng> 
land  seems  to  have  come  to  life  again  ^,  these  minstrel-strollers 

'  Jnssenuid,  La  Vh  nomaJt  it  Us  nwtii  tn  Angltttm  (1884).     See  al»o 
fats  Hiiloin  LiUtrain  du  PtMpU  Anglais,  pp.  435  aiqq. 
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had  a  signally  important  share.  Doubtless,  even  of  the 
N<Minai)  minstrels  of  the  h^her  class  who  crossed  the 
Channel  in  the  eleventh  and  twelfth  centuries  some,  instead 
of  having  been  domesticated  in  particular  castles  of  the 
baron^e,  may  have  been  welcome  guests  both  there  and  in 
the  monasteries  as  keeping  alive  by  their  narrative  soi^  the 
traditions  of  the  nationality  tfontre  mer;  and  in  time, 
thoi^h  only  very  graduaily,  some  of  their  ^stes  began  to 
be  translated  into  the  English  vernacular'.  But  where 
their  songs  were  unintelligible  other  joculaiores — whom  the 
monks  in  their  Latin  called  also  lusores,  mimi,  citharistM, 
but  whom  barons  and  people  knew  indifferently  sa  Jongleurs 
or  ju^iers,  jestours  or  jesters — sought  to  gratify  either  the 
ear  by  music  without  vitxds,  or  the  eye  by  pantomime  and 
other  exhibitions.  No  very  great  or  subtle  display  of  art 
was  needed  to  make  them  popular.  For  they  were  the 
story-tellers  and  newsbearers  upon  u4iom  depended  in  no 
small  measure  what  brightness  and  variety  enlivened  the 
homes,  high  or  low,  of  the  land.  Gradually,  as  the  literary 
remains  of  the  latto-  half  of  the  thirteenth  century  and  of  the 
ensuing  period  instruct  us,  the  English-born  or  Ei^Hsh- 
speaking  minstrels  became  the  interpreters  of  the  popular 
sentiments  which  in  course  of  time  were  to  assume  the 
importance  of  public  opinion.  But  long  before  this  had 
been  brought  about  they  had  fulfilled  the  function  primarily 
incumbent  upon  &em — to  make  life  from  one  point  of  view 
at  least  liveable.  Wliile  the  wortdi^-day  seemed  dull  in  their 
absence,  no  festival  could  be  complete  without  them ;  mirth 
and  minstrelsy  became  interchangeable  terms ;  and  the 
rewards  showered  upon  these  servants  of  the  public  absorbed 
the  kindly  and  even  the  charitable  feelings  of  no  slight 
a  proportion  of  the  population  ^. 

When,  as  will  be  seen  in  the  course  of  the  following  pages, 

'  Probably  not  much  before  the  doae  of  the  thirteenth  centuiy.  Robert 
de  Brunne  (1060-1340)  coropluns  of  the  strange  uid  quAint  Coglish  of  such 
tranalationa.    Warton,  Hatory  of  Eng^iah  Pottty,  sec  iii. 

*  The  decay  of  miostrelsj',  both  accredited  and  vagrant,  is  a  subject 
which  cannot  be  punued  here.  As  late  a  writer  as  Alexander  Barklay 
bean  witness  to  the  popularity  both  of  miostrels  and  singers,  and  of  jugglers 
and  pipers.     (See  his  Edogtita,  ii.  and  iv.) 
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the  religious  drama  suggested  to  these  minstrels  subjects  of 
wide  popularity  for  their  entertainments,  it  was  not  a  priori 
likely  that  they  would  be  slow  in  seeking  to  make  use  of 
some  of  the  opportunities  before  them.  But  they  had  to 
reckon  with  jealous  and  powerful  monopolists,  and  it  is  long 
before  we  meet  with  any  English  dramatic  attempts  of 
a  popular  character  traceable  to  any  other  than  a  clerical,  or 
quasi-clerical,  origin.  By  this  time  of  course  the  histriones 
bad  become  to  all  intents  and  purposes  Englishmen.  In 
earlio-  days  their  efforts  had  to  be  carried  on  in  the  teeth  of 
peculiar  difficulties  ;  but  it  seems  clear  that  such  efforts  were 
made.  In  the  thirteenth  century  we  shall  find  the  represen- 
tation of  religious  plays  by  histriones  reprobated  as  improper ; 
so  that  they  had  evidently  thrust  themselves  in  as  the 
imitatcM^,  although  at  the  same  time  as  the  rivals,  of  the 
clergy  and  their  attendants  or  pupils*.  Even  so,  and 
before  as  well  as  after  the  monopoly  of  the  clergy  had 
been  broken  by  the  more  respectable  and  systematic  local 
competition  of  the  trade-guilds,  the  strolling  minstrels  must 
have  helped  to  enliven  and  strengthen  a  growth  from  any 
contribution  to  which  they  were  anxiously  warned  off; 
and  the  share  which  they  took  in  the  early  efforts  of  our 
drama  is  not  to  be  altt^ether  overlooked,  because  it  was 
by  interested  exclusiveness  pronounced  illegitimate  and 
intrusive. 

It  is  thus  that  I  would  venture  in  general  terms  to  answer 
the  question  as  to  the  relation  of  the  minstrels  to  the  origin 
of  the  English  drama.  The  higher  class  remained  as  a  whole 
unconnected  with  it ;  the  lower  may  be  held  to  have  facili- 
tated its  popular  b^innings,  but  is  not  in  any  essential  sense 
to  be  reckoned  among  its  originators. 

We  have  thus  briefly  traced  to  their  historical  source  two 
contributory  streams ;  the  current  which  was  to  absorb  them 
descended  from  a  more  august  he^ht  than  either. 

'  Warton,  sec  tL,  shows  how  the  monks  invited  the  minstreU  (no  doubt 
of  the  higher  cUm)  to  Ibeir  festivals,  and  through  their  guests  become 
acquainted  with  romantic  stones.  In  return,  minstrels  of  another  sort  may 
be  supposed  to  have  carried  away  with  them  templing  r 
religious  plays  of  which  they  had  witnessed  the  petformance. 
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The  meaning  attached  by  the  Greeks  to  the  word  liturgy,  Thimain 
and  illustrated  by  historical  associations  which  would  ou'm^tm 
have  made  it  memorable  even  had  it  never  come  to  form  Jrama. 
part  of  Christian  life,  was  that  of  a  service  performed  by  ^n^,^  „* 
an  individual  or  by  an  association  of  individuals  on  behalf  '*<  Chunh 
of  the  community  to  which  they  belonged.  This  expression  m^^" 
was  appropriated  by  the  Christian  Church,  and  applied 
by  her  to  the  public  performance  of  a  religious  rite  of 
paramount  signi^cance.  The  celebration  of  the  Eucharist 
constitutes  the  portion  of  the  religious  worship  of  the  early 
Christians  to  which  none  but  duly  instructed  or  initiated 
believers  were  admitted,  white  both  the  unbelieving  and 
mere  catechumens  were  excluded  from  it.  Of  this  part 
of  the  worship  the  highest  conceptions  of  the  Christian 
faith — culminating  in  the  mysteriutn  tremendum  of  the  Real 
Presence — formed  the  very  essence,  so  that,  apparently  in 
the  Eastern  Church  in  the  first  instance,  there  was  attached 
to  it  the  des^ation  of  the  'divine'  or  the  'mystical' 
liturgy  ^,  But  in  course  of  time  the  term  '  mystery '  was 
in  the  Western  Church  applied  to  the  rel^ous  service 
of  any  of  the  great  festivals  of  the  Calendar,  and  even 
to  the  services  of  the  Church  in  general  ^.  As  visibly 
representing  the  work  of  Redemption  and  renewii^  it  as 
a  tt^stery,  t.e.  in  its  inner  and  moral  significance,  the  office 
of  the  Eucharist  must  however  at  all  times  have  been 
considered  of  unequalled  importance.  In  the  West  it 
received  and  generally  retained  the  name  of  missa  or  mass, 
the  use  of  which  may  conceivably  have  owed  something 
to  similarity  of  sound  with  the  Greek  designation.  From 
the  time  of  Gregory  the  Great,  at  all  events  (590-604) — 
although  the  particular  Roman  office  may  possibly  be  of 
even  earlier  origin — the  Mass  formed  the  central  act  of 
public  worship  in  the  Western  Church.  '  In  the  wide 
dimensions,'  writes  an  eminent  Protestant  ecclesiastical 
historian, '  which  in  course  of  time  the  Mass  assumed,  there 

'  See  Palmer,  Origom  Lifurgicat,  i.  3,  31. 

*  See  du  Miril,  u.s.,  s^  «nd  nofts.  The  expreisjoD  '  R4SHmeHimis 
tHyj/rrium'  waa  used  at  the  Synod  of  Wonns  id  1316,  In  a  Gemai) 
glossary  of  the  fifteenth  century  ' misttrium'  ia  translated  'divine  reve* 
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lies  a  grand,  we  are  almost  inclined  to  say  an  artistic, 
idea.  A  dramatic  progression  is  perceptible  in  all  the 
symbolic  processes,  from  the  appearance  of  the  celebrant 
priest  at  the  altar  {Introitus)  and  the  confession  of  sins, 
to  the  Kyrie  EUison,  and  from  this  to  the  grand  doxology 
{Gloria  in  Excelsis),  after  which  the  priest  turns  with  the 
Dominus  vobiscum  to  the  congregation,  calling  upon  it  to 
pray  [Oremus).  Next,  we  listen  to  the  reading  of  the 
Epistle  and  the  Gospel.  Between  the  two  actions  or  acts 
intervenes  the  Graduaie  (a  chant),  during  which  the  deacon 
ascends  the  ambon  {lectorium).  With  the  HaUeluia  con- 
cludes the  first  act  [Missa  cateckumeTtoruvi) ;  and  then 
ensues  the  Mass  in  a  more  special  sense  {Missa  Jidelium), 
which  begins  with  the  recitation  of  the  Creed  {Credo).  Then 
again  a  Dominus  vobiscum  and  a  prayer,  followed  by  the 
Offertorium  {Offertory)  and,  accompanied  by  further  cere- 
monies, the  Consecration.  The  change  of  substance — the 
mystery  of  mysteries — takes  place  amidst  the  adoration  of 
the  congregation  and  the  prayer  for  the  quick  and  the 
dead ;  then,  after  the  touching  chant  of  the  Agnus  Dei, 
ensues  the  Communion  itself,  which  is  succeeded  by  prayer 
and  tbank^iving,  the  salutation  of  peace,  and  the  bene- 
diction ^.' 
Headmtss  Nuw,  without  any  need  of  refining  too  much — a  danger 
tiJus/or  wliich  may  frankly  be  allowed  to  beset  any  discussion 
liturgtcal  of  this  subjcct — it  IS  obvious  that  in  this  Liturgy  of  the 
aymbolKHi.  j^^^^  ^^  ^^^  ^  dramatic  action,  in  part  pantomimically 
presented,  in  part  furnished  forth  by  both  epical  and 
lyrical  elements.  As  a  matter  of  course,  there  is  not  the 
faintest  likelihood  that  it  entered  into  the  head  of  any  priest, 
or  into  the  heads  of  any  congregation,  of  the  earlier  Middle 
Ages  to  r^ard  the  service  of  the  Mass  in  any  such  light ; 
and  it  would  accordingly  be  going  too  far  to  attribute  to 
the  dramatic  features  of  the  service  per  se  the  attempts 
actually  made  to  bring  this  feature  into  strwiger  relief. 
The  objectors  to  the  pomp  and  circumstance  surrounding 

'  Hagenbacb,  KirduHgtschicklt,  ii.  65-6.  It  is  worth  remembering  tlut  in 
the  execution  of  the  Ordo  Remtmua  the  several  Churches  preserved  certain 
national  peculiarities.    See  Ebert.  p.  18. 
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ecx:lesiastical  worship,  although  by  no  means  altogether 
absent,  were  still  comparatively  few;  and  their  censures 
seemed  futile  against  the  manifest  twofold  purpose  of  the 
Church  to  make  her  services  on  the  one  hand  symbolically 
complete,  and  on  the  other  generally  attractive.  The  historian 
just  cited  has  pointed  out  with  much  fiwce,  how  the  fact 
that  the  services  of  the  Roman  branch  of  the  Church  were 
conducted  in  the  same  Latin  tongue  illustrates  her  plaa  of 
placing  their  chief  effect  in  the  symbols  rather  than  in  the 
words  employed '.  The  scepticism  which  questioned  any 
part  of  the  dogma  symbolised  was  rare  and  isolated,  and  still 
more  exceptional — however  noteworthy  in  itself — was  the 
philosophy  which  turned  away  from  what  seemed  to  it  an 
excess  of  form  and  sound  and  colouring.  Thus  whatsoever 
enriched,  expanded  or  diversified  the  services  was  assured 
a  widespread  and  unstinting  welcome ;  and  no  fear  existed 
of  the  intrusion  of  that  sense  of  ridicule  which,  since  it 
was  reawakened  by  the  severer  taste  of  the  Renascence, 
has  in  later  times  cavilled  at  some  ornamentations  of 
religious  worship  as  redundant  and  at  others  as  incon- 
gruous. 

Nor  shall  we  foi^et  what  the  Church  services  and  Church 
festivals — what  the  Churches  themselves,  with  their  peace 
and  security,  their  brightness  and  their  grandeur,  illustrated 
and  enhanced  by  all  the  arts  in  combination  with  one  another 
— were  to  the  period  of  which  we  are  speaking.  Not  only  were 
they,  as  in  a  measure  they  remain  to  this  day,  associated 
with  the  cardinal  events  of  private  and  of  public  life ;  but  to 
lai^e  masses  of  the  population  the  sacred  edifice  was  the 
centre  of  their  social  as  well  as  of  their  religious  life.  To 
no  age  do  these  hints  at  a  description,  which  has  furnished 
an  almost  inexhaustible  theme  to  so  many  eloquent  pens, 
apply  more  strikingly  than  to  that  extending  from  the 
ninth  to  the  eleventh  centuries,  when  the  Papacy  was 
gradually  establishing  its  claims,  at  first  under  the  pro- 
tection, and  then  in  face  of  the  illwiU,  of  the  Empire. 
But  already  at  much  earlier  dates  the  service  of  the  Mass 

*  Higenbacb,  KitvkvtgtschitUi,  ii.  397. 
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had,  in   accordance  with   It^  most   characteristic  features, 
begun  its  prc^ressive  developement. 
Thtdrtf  This  service  has  a  beginning,  which  is  at  the  same  time 

^^^       an  explanation  or  exposition  of  its  cause,  a  central  action 
afiht  (the  Immolation  and  Consecration),  and  a  close  or  com- 

"'^'  pietion.  The  remark  seems  therefore  strictly  correct,  that 
from  the  mystery  of  the  liturgy  to  the  litui^ical  mystery- 
drama  no  step  is  needed  but  that  of  a  dramatic  inieviion '. 
So  long  as  the  reality  of  the  central  action  (and  such  the 
immolation  actually  possesses  for  the  believing  worshipper  or 
spectator)  causes  everything  else  to  be  r^arded  as  merely  an 
adjunct  to  it,  so  long  the  mystery  will  preponderate  over 
the  drama.  No  sooner  will  the  adjuncts  begin  in  any  d^ree 
to  emancipate  themselves  from  their  original  character  as 
such,  than  the  play  will  prevail  over  the  mystery. 

The  pantomimical  element  in  the  Mass  lies  in  the  first 
instance  in  the  action  of  the  oHiciating  priest  It  seems 
sufficient  to  suggest,  without  attempting  to  define  too 
closely,  the  typital  significance  of  the  several  things  acted  or 
done  by  the  priest  in  the  liturgical  process — the  cruciform 
gestures  of  his  arms,  the  breaking  of  the  bread,  the  dipping 
of  the  bread  in  the  cup,  the  delivery  of  it  to  the  people  *. 

The  epical  element  is  to  be  found  in  the  portions  of  Scrip- 
ture read  to  the  congregation.  Of  these  there  are  two  kinds 
— the  Apostle  or  Prophet  {Epistle),  and  the  Gospel.  Origin- 
ally it  seems  to  have  been  customary  to  read  aloud  portions 
of  the  Law,  the  Prophets,  the  Psalms,  the  Epistles,  and  the 
Gospels  ;  but  in  the  Western  Church  the  Lessons  from  the 
Old  Testament  were  often  omitted,  the  Psalm  being  in  com- 
pensation placed  between  the  Epistle  and  the  Gospel.  Even 
at  the  present  day,  the  Roman  liturgy  occasionally  prefixes 
Lessons  from  the  Old  Testament  to  the  Epistle  and  Gospel, 
following  these  Lessons  up  with  a  Psalm '. 

Finally,  the  ,^wa/ element  presents  itself  in  those  portions 

*  Cf.,  SI  a  curiosity  where  it  is  cited,  ■  pusage  in  Honorins  Augustodu- 
nenais  (Honoriusof  Autun,  M^odied aometjnie  aAer  1130),  dtAnHquoRUu 
iiasarum,  which  explains  in  detail  the  dramatic  action  of  the  Mass,  quoted 
in  Prynne's  HiaMo-MaaHx,  1633,  p.  113. 

»  Palmer,  uj.,  IL  48. 
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of  the  service  which  are  prescribed  by  the  Antipkonary, 
just  as  the  portions  of  Scripture  to  be  read  aloud  are  pre- 
scribed by  the  Lectitmary.  The  Antiphonies  were  oripnally 
chants  or  psalms  sung  in  alternate  verses  by  di^erent  choirs 
or  parts  of  the  choir ;  they  afterwards  came  to  include  intro- 
ductory verses,  often  Scripture  texts,  prefacing  the  Offertory 
and  other  salient  pass^es  of  the  service  {Introits^).  The  con- 
gr^ation  being  expected  to  return  certain  Responses,  the 
element  of  dialc^ue  was,  as  it  were,  unconsciously  introduced 
into  the  liturgy.  The  practice  was  further  fostered  by  its 
being  largely  introduced  into  the  supplementary  service  of 
prayer  termed  the  Litany.  These  litanies,  which  either  pre- 
ceded or  followed  the  ordinary  service,  were  very  generally 
accompanied  by  Processions*.  In  various  ways  the  litanies 
were  the  most  flexible  and  varied  forms  of  prayer  j  and  into 
them  was  introduced)  in  the  Western  Church  from  about  the 
seventh  or  eighth  century,  the  invocation  of  saints,  lyric  ad- 
dresses to  whom  accordingly  constituted  from  a  comparatively 
early  period  a  part  of  religious  worships. 

Thus,  there  were  three  main  directions  in  which  it  was  )Aa> 
possible    for    the   litui^  to   develope   itself  dramatically,  „^/^' 
while  at  the  same  time  meeting  popular  tastes  and  sym- 
pathies.    The  language  of  the  service  being   in    Latin, 

'  Palmer,  u.  3.,  ii.  306 ;  cf.  Hone,  SduaapitU  da  MilitlaUers  (1846),  i.  6 

*  In  the  reigns  of  Edwanl  VI  >nd  Elizabedi,  all  proceaiions  were  pro- 
hibited except  the  perambulation  on  Rogation  days.  Palmer,  u.  a.,  ii.  97 
(SuppUiHtnl).  Ai  to  the  technical  use  of  the  term  proassts  for  religious 
playa  see  below. 

'  Palmer,  u.  1.,  i.  979.  Concerning  the  Italian  laujt  of  the  thirteenth  cen- 
tury, and  the  transition  from  these  to  the  dramatie  mystery,  see  E.  Gebhardt, 
L'ltalu  MysHqta  {Misloin  it  la  Rtnaiatana  Rdigimsi  an  Moytn  Ap),  Paris, 
1890,  pp.  967-375.  A  peculiar  developcment  of  these  laudt  was  that  of  the 
hymns  and  short  quasi- dramatic  pieces  recited  in  the  lay  confratemitiea  of 
the  Flagellants  in  the  later  stages  of  their  activity  in  Italy  (where  they 
were  then  known  as  the  Landtsi  or  DiseiplitiaH')  and  possibly  elsewhere, 
under  the  titles  of  Praiaa  and  CotHplainlt  of  Mary,  together  with  other 
short  pieces  in  commemoration  of  the  Passion.  This  clue,  well  deserving 
of  being  followed  out,  was  suggested  to  me  hy  Captain  Ivan  J.  A.  Uerford 
of  Salisbury,  who  also  drew  my  attention  to  the  ordinance  of  the  Council 
of  Constantinople,  A.D.  69a,  which,  in  order  tbaC  the  humanity  of  our  Lord 
should  not  be  obscured  by  the  excess  of  Eastern  symbolism,  enjoined  that 
when  certain  episodes  of  this  life  were  treated  in  church,  He  should  be 
represented  in  bnman  form. 

VOU  1.  D 
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there  was  an  additional  reason  why  tt  should  seek  to 
secure  new  attractions  for  the  eye  as  well  as  for  the  ear.  At 
a  very  early  period,  certainly  already  in  the  fifth  century,  it 
became  usual  to  animate  public  worship  on  special  occasions 
by  living  pictures  of  scenes  from  the  Gospel,  such  as  the 
Adoration  of  the  Magi,  the  Marriage  of  Cana,  the  Death  of 
the  Saviour^.  Still  earlier,  great  attention  seems  to  have 
been  paid  to  the  antiphonary  songs ;  and  when  the  tableaux 
were  introduced,  such  songs  doubtless  accompanied  their 
presentation.  That  into  these  tableaux  a  certain  degree  of 
action  should  have  gradually  introduced  itself,  was  of  its 
nature  inevitable.  The  living  pictures,  however,  together 
with  the  songs  appertaining  to  them,  were  in  the  first  instance 
interpolations  introduced  into  the  service  for  the  purpose  of 
prolonging  and  sustaining  an  interest  in  it  The  mystery 
proper  was  still  the  liturgy  itself 
and  com-  It  remains  uncertain  when  the  important  step  was  first 

Thtiiiur-     t^*^^"   "f   connecting   the   epical   portions   of  the    liturgy 
gtcai  with  the  spectacular,  and  in  some  measure  pantomimical, 

"lysitrj:  portions,  as  well  as  with  the  lyrical  adjuncts  already  ad- 
mitted into  it.  The  process  seems  to  have  been  completed 
by  the  eleventh  century,  when  in  a  treatise  on  the  Offices 
of  the  Church,  by  John  of  Bayeux,  bishop  of  Avranches, 
we  find  these  performances  within  the  sacred  edifice  viewed 
as  a  component  part  of  the  service  at  large  *,  But  it  must 
necessarily  have  been  gradual.  A  very  famous  French 
ecclesiastic  of  the  tenth  century  refers  to  the  custom  of  per- 
forming on  Christmas  Day  after  the  Te  Deum  the  Office  of 
the  Shepherds,  while  others  of  a  similar  description,  such  as 
that  of  the  Infants  (the  Innocents  of  Bethlehem),  the  Star,  the 
Sepulchre,  were  celebrated  each  in  its  season^.  The  earliest 
of  these  offices  may  without  hesitation  be  concluded  to  have 
been  connected  with  the  events  of  which  the  commemoration 
leads  up  to  and  culminates  in  the  festival  of  Easter.  So 
cherished  was  the  usage  of  reproducing  the  events  of  the 
first  Easter  morning  in  association  with  the  service  appro- 
priated to  it,  that  in  many  English  churches  structures  of 


D.q.tizecbvGoOglc 


i]         THE  ORIGIN  OF  THE  ENGLISH  DRAMA         35 

stone  were  built  in  lieu  of  the  wooden  erections  that  had 
originally  served  to  represent  the  Sepulchre.  Hither,  after 
the  office  had  stereotyped  itself,  the  clergy  went  in  pro- 
cession to  an  altar  erected  in  the  so-called  Chapel  of  the 
Sepulchre,  where  the  Sacrament  had  been  kept  since  Holy 
Thursday.  Three  of  the  clerics,  robed  in  white,  represented 
the  Three  Maries  of  the  scene,  and  replied  to  the  enquiries 
addressed  to  them  by  two  of  the  choristers  in  the  char- 
acter of  the  angels  ;  while  the  whole  of  the  clergy  joined  in 
the  concluding  acclamation.  The  Apostles  St  Peter  and 
St-  John  were  at  a  subsequent  date  likewise  introduced  into 
the  action  \  Similarly,  on  Palm  Sunday  and  on  Holy 
Thursday,  the  services  of  the  day  readily  furnished  dramatic 
moments — such  as  the  procession  to  the  gates,  and  the  Last 
Supper,  it  is  conceivable  that  the  first  su^estion  of  the 
kind  may  have  arisen  out  of  the  early  us^e  of  chanting  the 
words  uttered  by  the  Sufferii^  Christ  in  the  narrative  of 
the  Passion  itself  in  a  different  tone  from  that  in  which  the 
remainder  of  the  text  was  read  '.  Perhaps,  on  the  other 
hand,  the  measure  of  independence  belonging  to  the  inter- 
polations in  the  services  may  seem  greatest  in  the  case  of 
those  which  illustrated,  not  portions  of  the  actual  narrative 
of  the  New  Testament,  but  certain  of  the  parables  of  our 
Lord  reproduced  in  it,  such  as  the  striking  Christmas  office 
of  the  Foolish  Vii^ins,  to  which  reference  will  again  be  made 
immediately  '. 

'  See  Funiivall's  note  to  Digby  Myaitrits  [Ntw  Shaispnt  Socul^a  Pub- 
licalitMS,  i88a,  pp.  337-8)  ;  and  cf.  Parker's  Glossary  o/ArcMKlun,  cited  by 
Pollanl,  H.  s.,  iHtrodHctian  xiv-xv.  The  office  is  reproduced  in  ^0131 
Magdaliiw  in  the  Digby  Myaltrus,  and  in  the  MytltriiitH  Rtsutrtctiania, 
printed  by  Wright  from  b  thirteenlh  century  MS.  in  the  Orleans  Library 
and  reprinted  by  Pollard  in  his  Apptndix.  According  to  du  U^l,  n.  s. 
43-4,  missals  were  lused  in  the  diocese  of  Paris  as  late  as  the  fifteenth 
century,  continuing  the  same  kind  of  Easter  office. 

'  See  li.,  47  ttoU. 

'  H.  Sepet,  from  whose  Dnunt  Chr^an  an  Mcr/tn  Agt  (1878,  pp.  04  sc^.) 
I  reproduce  in  a  briefer  form  the  following  abstract  of  this  famous 
compoiiUon,  applies  to  it,  apparently  following  the  teaching  of  Uon 
Gauticr,  the  designation  itrtpts;  but  I  do  not  understand  him  to  coniuie 
this  name  Co  representations  of  parables. — We  may,  if  we  will,  imagine 
to  ourselves  the  performance  of  this  liturgical  mystery  as  taking  place  tn 
the  Abbey  of  St.  Hartiai  at  LintogcB.  The  Foolish  Virgins  are  ranged 
on  the  one  side  of  the  entry  to  the  choir,  the  Wise  on  the  other.  The 
D  a 
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Thus  these  offices,  in  a  more  or  less  developed  form, 
sprang  directly  from  the  portions  of  Scripture  recited  io 
diurch  on  particular  days,  and  in  fact  constituted  a  visible 
repetition  of  these  recitals'.  The  church  formed  their 
given  scene ;  the  clergy  and  their  acolytes  were  the  actors  ; 
and  the  function  of  the  congr^ation  consisted  of  lyrical  re- 
sponses to  particular  passages  evoking  them.  The  text  was 
from  first  to  last  as  brief  as  possible,  comprising  only  so 
many  words  as  sufficed  to  connect  the  successive  stages  of  the 
action,  and  being  largely  made  up  of  questions  and  answers. 
Exampits  The  earliest  liturgical  mysteries  (to  describe  them  by 
"iiMvicai  *  convenient  technical  name)  of  this  description  which  have 
mystny.  been  preserved  date  from  the  twelfth,  or  perhaps  in  part 
from  tile  eleventh  century  *.  Although  of  French  or  Anglo- 
Norman  or^n,  they  are  as  a  matter  of  course  composed  in 
the  Latin  tongue,  French  being  only  admitted  in  the  case  of 
certain  refrains.  An  exception  is  the  Sponsus  (the  Heavenly 
Brid^room)  or  Plc^  of  the  Wise  and  Foolish  Virgins,  to 
which  reference  has  just  been  made  ;  it  is  written  partly  in 
Latin,  partly  in  a  Poitevin  or  half  Provencal  dialect,  and, 
although  an  earlier  date  has  been  assigned  to  it,  probably 

f 
precentDr  and  clergy  chant  an  invocation  by  way  of  prologue;  from 
tfac  lectionary  the  Angel  Gabriel  bids  the  Virgins  await  the  Heavenly 
Bridegroom ;  whereupon  there  begins  the  simple  action  of  the  piece. 
The  Foolish  Virgins  have  fallen  asleep  and  their  oil  is  wasted ;  when 
they  awake  they  in  vain  entreat  the  Wise  Virgins  to  share  with  them 
their  store.  They  are  met  by  a  refusal  and  bidden  buy  oil  from  the 
merchants  sitting  behind  their  stalls  at  the  other  end  of  the  nave.  Along 
its  entire  length  the  Foolish  Virgins  pass  to  buy  them  oil :  hut  the 
merchants  have  none  to  sell  them,  so  that  with  loud  lameotntions  they 
have  to  make  their  way  back  to  their  original  station  at  the  entrance  to  the 
choir.  Here  they  kneel  down  in  terror;  for  since  their  departure  the 
Wise  Virgins  have  entered  in,  and  from  beyond  the  screen  a  Voice  makes 
answer  to  their  cry  of  despair — or  b  Highty  Presence  advances  to  warn 
them  against  entering  in  their  turn— 'Verily,  1  say  unto  you,  I  know  you 
not'i  and  they  are  consigned  to  everlasting  torments.  Black  figures, 
gruesome  to  behold,  bear  them  away;  and  down  in  the  nave  the  con- 
gregation, half  believing  in  the  reality  of  what  it  has  seen  and  heard  in  the 
dim  light  and  amidst  the  sound  of  many  voices,  returns  to  its  accustomed 
exercises  of  prayer  and  praise. 

'  For  examples  see  du  HAril,  p.  89  atqq.    Cf.  the  pictorial  relic  ofa  Sua- 
bian  pantomimical  Easter  oOice  of  the  twelfth  century,  and  an  AlenuDnic 
oSice  of  the  thirteenth  (at  Zurich),  ap.  Hone,  •>.  s.,  8-9. 
'  They  we  printed  in  Wright's  Eatiy  Myaltriis. 
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belongs  to  the  middle  of  the  twelfth  century'.  The  subjects 
of  these  liturgical  mysteries,  as  it  seems  convenient  to  desig- 
nate them,  are  as  a  rule  taken  from  the  New  Testament '. 
From  the  same  period  survive  divers  dramatic  versions  of 
legends  concerning  the  popular  Saint  Nicholas,  which  savour 
rather  of  the  early  monastic  literary  drama  *,  and  thus  bear 
witness  to  the  fluidity  of  a  growth  of  which  it  is  easier  to 
detach  the  successive  stages  from  one  another  in  accordance 
with  a  priori  theory  than  to  arrange  the  sequence  in  proved 
chronol  epical  order. 

To  this  group  of  compositions,  which  still  maintain  an  Tht  plays 
organic  connexion  with  the  religious  services  in  the  Church  "Z™^"™"- 
and  are  introduced  into  it,  if  at  Matins  before  the  Te  Deutn, 
if  at  Vespers  before  the  Magnificat,  belong  the  productions 
of  Hilarius.  They  seem  to  call  for  a  brief  notice,  since  he 
is  usually  supposed  to  be  the  earliest  known  English  author 
of  plays ;  although,  being  written  in  Latin,  with  occasional 
French  refrains,  they  cannot  claim  a  place  in  our  national 
dramatic  literature. 

There  is  no  real  proof  that  Hilarius  was  an  Englishman ; 
but  the  conjecture  which  has  been  adopted  from  Mabillon 
by  subsequent  writers  is  a  probable  one*.  He  celebrates  at 
great  length  the  virtues  of  an  English  lady  named  Eva,  who 
became  a  recluse  and  ended  her  saintly  life  in  Anjou ;  and 
four  of  his  epistles  in  verse  are  addressed  to  persons  of 
English  origin.  If  he  was  a  native  of  England,  he  must 
have  been  bom  there  some  time  in  the  earlier  part  of 
Henry  I's  reign,  i,e.  about  the  b^inntng  of  the  twelfth 
century*.    For  while  still  very  young,  he  became  a  student 

>  TcD  Brinck,  ii.  946  nob. 

'  A  good  example  is  the  Euter  mystery  publiahed  at  Toun  by  Luxarcfae, 
»Dd  described  by  Moluid,  Origmti  UtUr.  dt  la  Frana,  p.  >3a  atqq.  lu 
perfonn«nce  took  place  in  various  parts  of  th«  church,  and  the  congregation 
joined  in  the  concluding  Tt  Dohm. 

*  Cf.  anil,  p.  9,  KoU  3, 

*  Hiiarii  ftrsus  tt  Ludi  have  been  edited  from  a  HS.  known  to  Andr< 
Duchesne  (1616)  and  Mabiiloa  (1713),  but  unknown  to  the  authors  of  the 
Wii(o™LiH«iiI»»<^io/'™«»(i763),byJ.J.ChampoUion-Fige«c[PBri5,i838), 
with  a  brief  critical  Introduction.  For  a  more  euily  accessible  account  of 
Hilarius  and  his  plays  see  Henry  Horley,  EitgUah  Wrilm,  vol.  i.  pt.  s  i^Fnm 
tlu  CiMfHttf  lo  C/iauar),  1S66,  pp.  54s  seqf,     Cf.  Sepet,  u, ».,  33  Mfj. 

*  Champollion-Figeac,  viL 
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under  Abelard  at  Paraclete,  the  monastery  which  had 
grown  out  of  the  hermitage  near  the  Seine,  south  of  Paris, 
whither  the  great  teacher  had  retreated  after  his  con- 
demnation at  Soissons  a  few  years  earlier.  Hilarius  had 
chanced  upon  a  patron  saint  congenial  in  name  to  a  dis- 
position little  in  sympathy  with  the  drier  or  duller  aspects 
of  scholasticism.  During  his  course  of  study  he  under- 
went, with  the  rest  of  his  fellow-studentSj  a  process  of 
rustication,  commemorated  by  him  in  a  humorous  X^tin 
poem  which  mentions  his  own  stoutness  of  body  (^ravilas), 
and  of  which  each  stanza  ends  with  a  French  refrain  to 
the  effect  that  'the  Master  has  something  against  usV 
He  seems  to  have  cherished  a  warm  personal  attachment 
towards  his  eloquent  teacher  ;  for  when  the  latter  removed 
from  Paraclete  to  a  Breton  abbacy,  Hilary  likewise  took 
his  departure,  and  recommenced  his  studies  at  the  school 
of  Angers,  Here  (to  judge  from  the  specimens  preserved 
to  us)  we  may  conclude  that  he  continued  to  versify  as  the 
humour  suited  him-  Neither  his  metre  nor  his  morality 
was  exacting  ;  he  was  in  point  of  fact  an  ecclesiastic 
distinguished  from  his  fellows  by  nothing  but  an  irrepres- 
sible literary  turn.  This,  however,  would  be  quite  sufficient 
to  account  for  his  eyes  having  been  open  to  the  possibilities 
to  be  found  in  the  liturgical,  or  semi-liturgical,  mystery. 

The  most  interesting  of  the  plays  of  Hilarius  is,  notwith- 
standing its  brevity,  the  Suscitaiio  Lazari.  To  perform  it, 
says  a  rubric,  there  are  necessary  '  Lazarus,  his  two  sisters, 
four  Jews,  our  Lord  and  His  twelve  Apostles,  or  six  of 
them  at  all  events.'  Very  manifestly,  the  action  proceeds 
under  the  simplest  external  conditions,  and  the  diali^e  is 
restricted  to  the  narrowest,  or  absolutely  necessary,  dimen- 
sions. The  first  scene  or '  movement '  discovers  Lazarus  sick 
in  bed  amidst  the  lamentations  of  his  sisters,  who  despatch 
the  four  Jews  sitting  by  his  side  to  seek  the  counsel  of 
'  the  Supreme  Physician,  the  King  of  Kings.'  They  betake 
themselves  to  the  Saviour,  Who  promises  that  the  sickness 
of  His  brother  shall  not  be  a  cause  of  death  to  him.  But  on 
their  return  the  messengers  6nd  Lazarus  dead,  and  Mary 
'  '  Tort  a  vtra  nos  U  tntsttt.' 
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and  Martha,  lamenting  him.  Each  sister  chants  a  series 
of  four  stanzas  with  a  French  refrain  *.  Before  the  sounds 
of  these  waillngs  have  wholly  ceased,  voices  are  heard 
from  a  group  assembled  in  another  part  of  the  scene :  '  The 
Jews  of  late  soi^ht  to  stone  Thee,  and  goest  Thou  into 
Judaea  :^ain?  '  '  Lazarus  sleepeth ;  I  go  that  I  may  awake 
him  out  of  sleep.'  So,  though  the  disciples  are  full  of  fear, 
they  proceed  on  their  way;  and  as  they  are  in  the  midst 
of  the  path,  the  Master  is  heard  explaining  to  them  the 
difference  between  the  sleep  which  is,  and  the  sleep  which  is 
not,  death.  Arriving  at  the  house  at  Bethany,  they  are  met 
by  the  heartbroken  Martha,  who,  in  stanzas  of  which  the 
verses  alternate  between  Latin  and  French,  expresses  both 
her  grief  and  the  hope  inspired  by  the  Saviour's  presence-, 
whom  Martha  beseeches  to  intercede.  In  Mary,  hope 
has  become  belief;  and  to  this  belief  He  responds  without 
hesitation.  They  pass  together  to  the  sepulchre  where 
Lazarus  had  been  laid,  and  without  delay  the  action  reaches 
its  climax  in  the  loosing  of  Lazarus.  Whereupon,  turnit^ 
to  his  deliverer,  the  man  who  has  been  raised  from  the  dead 
exclaims :  '  Thou  art  our  Master,  our  King,  our  God ! 
Thou  shalt  blot  out  the  guilt  of  Thy  people  ;  what  Thou 
orderest  is  straightway  accomplished ;  Thy  kingdom  shall 
have  no  end,'  Thus,  the  play  being  over,  the  transition 
is  natural  and  easy  to  the  7>  Beum  or  the  Magnificat, 
intoned,  as  is  directed  by  Lazarxis,  i.  e.  by  the  priest  who 
has  assumed  the  part,  according  as  the  play  may  have  been 
introduced  in  the  service  at  matins  or  at  evensong, 

Hilarius'  second  scriptural  play,  the  History  of  Daniel, 

>  MaTys  nina  thus ; 

^Hor  cd  liolor; 
Hot  tal  tt\is  frtrt  ttwrt ; 
Pot  qut  gti  plor  [this  is  why  I  weep],' 
Martha's  (mth  more  penetratinf;  feminiac  pathos;  : 
'  LoM,  chatiot  I 
Da  qtu  mds  fitrt  nt  man. 
Parent  stu  enn?' 
'  '  S\  venisses  primitus,—  I         Quod  in  vivum  poteras, — 

Dol  *n  tti,—  Dot  tn  m,— 

Non  «sset  hie  geroilus; —  Hoc  defunclo  confentt  I 

Baia  Jrtr*,  ptrdu  ma  td.  I  Baa  frtrt,  ftrdu  vos  at'.' 

Sec,  &c. 
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exhibits  a  similar  willingness  to  lean  upon  the  narrative 
of  Holy  Writ,  but  as  was  perhaps  inevitable  in  the  present 
instance,  a  far  less  close  dependence  upon  it  Doubtless, 
however,  this  play,  in  which  no  French  refrains  relieve  the 
L^tin  text,  depended  considerably  upon  arrangements  par- 
taking of  the  character  of  spectacular  or  scenic  efTects  in  such 
passages  as  Belshazzar's  feast  and  the  lions'  den.  Of  these 
however  we  know  nothing.  In  the  composition  of  Daniel 
Hilarius  seems  to  have  been  assisted  by  two  other  writers, 
'  Jordanus '  and  '  Simon.'  There  is  a  very  notable  amount  of 
life  in  this  composition,  which  in  its  general  character  bears 
a  certain  resemblance  to  the  libretto  of  a  modem  oratorio. 
To  the  third  play  of  Hilarius,  a  dramatised  anecdote  con- 
cerning a  miracle  wrought  by  an  image  of  St.  Nicholas 
with  the  Saint's  own  co-operation,  it  seems  unnecessary  to 
return*,  except  by  way  of  noting  that  this  play  contains 
French  refrains,  which  are  partly  cadences  identical  with 
those  to  be  found  in  T/te  Raising  of  Lazarus.  The  piece  is 
a  trifle  in  both  theme  and  tone  *. 

Thus,  in  the  gradual  developement  of  the  Mystery- 
drama  from  its  beginnings  certain  tendencies  make  them- 
selves manifest  from  an  early  date,  which  as  they  con- 
tinue their  course  may  almost  be  said  to  make  up  the 
entire  history  of  the  subject  Of  these,  tbe  first  is  the 
substitution  of  the  vernacular  for  the  Latin  tongue  \  This 
substitution,  at  first  restricted  to  the  choral  responses  of 
the  congregation,  was,  as  has  been  seen,  extended  to  the 
lyrical  passages  in  general,  and  thence  found  its  way  into 

'  Cr.  antt,  p.  9,  noU  a. 

■  Barbana,  who  has  connnitted  hii  potiesalons  to  the  care  of  tbe  imtge 
of  SL  Nicholu,  Gnds  that  they  have  been  itolen  : 

'  Hie  res  plus  quam  centum 
Hisi  et  ar^ntum; 


He  Dogs  the  image,  and  the  Saint  quiddy  brings  up  tbe  robbers  with  the 
goods.    Barbama  exclaims : 

'  NiU  visQS  failitur 


and  becomes  a  Christian. 

'  As  to  the  encouragement  gin 
Church  see  du  Htrll,  m.  s.,  73-4, 


I  to  this  tendency  by  the  practice  of  the 
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the  speeches  of  certain  of  the  characters  (as  we  may  call 
them)  of  the  Mystery-drama.  The  French  mystery  of  La 
Resurrection  (dating  from  the  twelfth  centuiy),  which  is 
described  as  stilt  entirely  recitative  in  character,  i.e.  per- 
formed by  persons  standing  still,  is  regarded  as  the  earliest 
extant  religious  drama  in  the  vulgar  tongue  \ 

The  second  step  is  to  be  sought  in  the  detachment  of  the 
mystery-  or  miracle-drama  from  the  office  of  which  it  had 
at  first  formed  a  dependent,  and  then  a  more  or  less  inde- 
pendent, part,  and  of  which  it  now  came  to  form  merely 
an  interesting  adjunct 

The  third  advance  was  not  like  the  other  two  logically 
unavoidable;  nor  indeed  was  it  at  all  invariably  entered 
upon.  It  consisted  in  the  joining  tc^ther  of  a  whole 
series  of  mysteries  on  different  incidents  from  the  Scripture 
(more  especially  the  Gospel)  history  into  a  single  work 
or  production.  This  joining  together,  although  it  seems 
to  have  been  attempted  already  at  an  early  date,  was  at 
first  only  roughly  effected  '.  Its  final  result  is  the  so-called 
Collective  Mystery, — the  form  in  which  the  principal  English 
contributions  to  the  mystery-drama  were  composed  ^. 

Before  noticing  this  species,  however,  one  or  two  further 
general  remarks  may  be  in  place.  A  distinction  l^itimate 
in  itself,  although  as  will  be  seen  by  no  means  observed  with 
precision  or  uniformity,  is  usually  drawn  between  Mysteries, 
Miracle-plays,  and  MorcU-flays  or  Moralities.  Properly  HytUria, 
speaking.  Mysteries  deal  with  Gospel  events  only,  their  "'j™''". 
object   being    primarily  to   set   forth,   by   illustrating  the  disUn- 

'  Sec  Klein,  iv.  14.  Ebert,  H.  s.  19,  points  out  how  since  the  eleventh 
century  the  vernacular  had  by  means  of  the  so-called  Epistola* fitrtila*  been 
introduced  into  the  liturgy  itself.  These  were  songa  generally  referring 
to  the  martyrdom  of  St.  Stephen.     QL  Andat   Tkiairt  Frmfoia,  vol.  i. 

'  See  the  description  of  the  earliest  German  mysteries,  afi.  Wri^t, 
p.  viii,  and  Wilken,  pp.  5  $tqq.,  who  thinks  the  eleventh  century  the  earliest 
date  that  can  be  assumed  for  them,  but  a  later  date  more  protnble.  They 
are  partly  in  Latin  and  pirtly  In  German. 

'  In  Ea^and  the  ColUdait  Mytlay  may  be  concluded  to  have  t>een  the 
result  of  an  expansion  of  the  Easter  and  of  the  Christnias  mysteries,  and 
of  the  combination  between  the  two  groupa  after  the  celebration  of  the 
Cestival  of  Corpus  Chri*ti  had  become  generally  prevalent.  Ten  Brinck, 
u.  957  ;  and  cf.  o^ra. 
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prophetic  history  of  the  Old  Testament,  and   more   par- 
ticularly  the    fulfilling    history   of  the   New,   the    central 
mystery  of  the  Redemption  of  the  world,  as  accomplished 
by  the  Nativity,  the  Passion,  and  the  Resurrection.     Miracle-: 
plays.,  on   the   other  hand,  are   more  especially  concerned 
with   incidents  derived  from  the  legends  of  the  Saints  of 
the  Church.     Lastly,  Morals  teach  and  illustrate  the  same 
religious  truths,  not  by  direct  representation  of  scriptural  or 
legendary  events  and  personages,  but  by  ali^orical  means, 
abstract  figures  of  virtues  or  qualities  being  personified  in 
the  characters  appearing  in  this  species  of  plays. 
Naturt  of        Of  these  three  species  there  are  frequent  combinations ; 
binTtioHs      *■"'  '"  England,  at  all  events,  no  accurate  distinction  was 
bttmtH        drawn  between  mysteries  and  miracle-plays ;    indeed,  the 
IB  Ei^g^""  former  name  was  not  in  use  in  this  country  ^.     When  the 
land.  religious   drama   reached    England,   the    two   species   had 

already  to  some  extent  combined ;  and,  in  fact,  the  earliest 
French  religious  plays  which  we  possess  are  partly  of  one 
kind,  partly  of  the  other.  But  the  origin  of  the  miracle- 
play  was  to  a  great  d^ree  literary,  as  has  been  previously 
shown;  and  in  England  the  first  miracle-plays  proper  of 
which  we  know  accordingly  precede  the  first  mysteries 
proper  of  which  traces  are  preserved  to  us.  On  the  other 
hand  the  miracle-plays  were  the  earliest  to  fall  into  desue- 
tude, their  significance  having  been  to  a  large  extent  of 
a  local  nature^.  The  moralities,  in  their  turn,  occur  in 
early  specimens,  such  as  the  literary  dramas  of  Herman 
and  Langton,  already  mentioned;  but  it  was  not  tilt  a 
comparatively  late  date  (probably  the  earlier  half  of  the 
fifteenth  century)  that,  under  the  influence  of  the  epical 
allegories  which  were  then  popular  in  English  as  well  as 
French  literature,  they  were  popularly  cultivated.  Their 
origin  was  therefore  proper  to  themselves,  and  will  be 
briefly  discussed  as  such  below  ;  but  at  the  time  when  they 
b^an  to   flourish  in  England,  the  form  of  the  mysteries 

'  See  Collier,  ii.  53,  nolt  a.  la  France,  the  term  myelin  was  applied  to 
all  religious  plsys  indiscriminately  from  the  fifteenth  century,     Ebert,  k.  $. 

*  Cf.  du  H^rit,  65.  These  plays  seem  in  some  measure  to  have  replaced 
the  legends  of  saints,  of  which  towards  the  end  of  the  eighth  century  Pope 
Adrian  L  had  prohibited  the  reading  aloud  in  churches. 
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and  miracles  was  already  so  far  advanced  and  fixed,  that 
it  was  inevitably  borrowed  by  the  moralities.  Elements 
of  the  moralities,  in  the  shape  of  abstract  figures,  will  however 
frequently  be  found  to  occur  in  the  mysteries  and  miracle- 
plays. 

The  main  elements  contributory  to  the  progress  of  the 
popular  drama  which  had  arisen  out  of  the  litu:^  have 
thus  been  established,  and  there  is  no  need  to  pursue  in 
detail  their  co-operative  processes.  In  the  natural  order  Thi  drama 
of  things,  consequently  upon  the  growing  length  of  the  J^^L,,, 
plays,  the  elaboration  of  their  paraphernalia,  and  the  in-  itstiffiotn 
creasing  number  of  their  spectators,  they  began  to  be  '^  »  •■ 
represented  outside  the  church  as  well  as  inside  \  and  to 
be  composed  in  the  vulgar  tongue  in  preference  to  the 
Latia  Plays  treating  of  the  legends  of  saints  were  less 
dependent  on  their  connexion  with  the  service  of  the  Church 
than  mysteries  proper ;  and  as  lay  associations,  gilds  and 
schools  in  particular,  possessed  each  its  saintly  patron, 
they  soon  began  to  act  plays  in  his  honour  in  their  own 
halls  or  the  vicinity  of  them.  .  In  these  performances  the 
services  of  professional  mimes  could  hardly  fail  to  be 
occasionally  employed.  Lastly,  when  the  clergy  allowed 
the  introduction  into  the  religious  dramas  acted  or  super- 
intended by  them  of  scenes  and  characters  of  a  more  or 
less  trivial  description ;  when  to  certain  personages  were 
attached  conventional  peculiarities  of  voice  or  speech'; 
when  devils  and  their  chief  advanced  to  prominence,  and 
had  to  be  made  hideous  or  contemptible  in  order  to  inspire 
instantaneous  antipathy, — the  comic  element  could  not  fail 
to  assert  itself.  Here  the  traditions  of  popular  entertain- 
ments would,  in  France  at  all  events,  be  at  hand  with  their 
influence,  and  contribute  to  give  a  profane  character  to 
what  could  no  longer  be  regarded  as  essentially  a  part  of 
religious  worship. 

Such — without  going  into  further  particulars — were  some 

'  Tbis  was  ordered  by  Pope  lonocenl  III  in  laio.     Hsg«nbach,  ii.  414. 
'  These  became  proverbial.     See  e.  g.  in  Tht  MUlena  Prologut  in  the 
Caititrbuiy  Tattt  how  the  unmannerly  Hiller,~~ 

'in  Pflatea  vols  be  gan  to  crie. 
And  swore  by  armes  and  by  blood  and  bones.' 


D.,.„cb,Googlc 


44  ENGLISH  DRAMATIC  LITERATURE  [CH. 

of  the  causes  contributii^  to  the  inevitable  result,  that  the 
clergy  began  to  lose  their  control  over  the  performances 
which  their  order  had  originated,  and  to  become  seriously 
Atttmpud    divided   as   to  their  expediency.     A   memorable   attempt 
""'^'^-       was  however  made  in  the  middle  of  the  thirteenth  century 
to  sanctify  more  emphatically  to  a  religious  use  a  popular 
taste  that  was  fast  outgrowing  the  purposes  for  which  it 
Origin  of     had  been  at  first  encouraged.     This  attempt  connects  itself 
a^i        with  the  endeavour  to  bring  home  to  popular  consciousness 
/'"j'-s-  the  central  doctrine  of  the  Church  of  Rome.     I  refer  of 

course  to  the  institution  by  Pope  Urban  IV,  in  the  year 
1264.  1264,  of  the  festival  (hitherto  only  local  in  its  celebration) 
of  Corpus  Christi,  when  he  granted  a  pardon  of  a  certain 
number  of  days  to  all  attending  various  parts  of  the  divine 
service  held  on  the  occasion^.  The  office  in  question 
was  composed  by  the  Angelic  Doctor,  St  Thomas  Aquinas, 
of  whose  teaching  it  has  been  said  that  he  '  sought  to  make 
the  supernatural  significance  of  the  doctrine  of  the  Church 
accessible  to  the  natural  intelligence,  without  at  the  same  time 
in  any  way  analysing  that  doctrine  into  something  natural 
or  comprehensible '.'  But  Pope  Urban  having  died  in 
the  same  year,  his  bull  remained  unexecuted,  and  the 
disturbed  times  into  which  the  Church  had  fallen  pre- 
vented the  carrying  out  of  his  design  for  nearly  half 
1311-  a  century'.  At  last,  in  1311,  by  which  time  the  Papacy 
was  securely  if  not  gloriously  housed  at  Avignon,  the  bull 
of  institution  was  confirmed  under  Pope  Clement  V  by 
a  decree  of  the  Council  of  Vienne,  so  memorable  in  political 
as  well  as  in  ecclesiastical  history*.  The  special  features  of 
the  festival  of  Corpus  Christi  were  the  distinct  proclamation 
of  the  Creed  of  the  Church,  and  the  exhibition  at  four 
altars,  after  procession  through  the  streets,  of  the  Host, — 
the  symbol  of  the  mystery  of  the  Incarnation.  With  this 
latter  feature  the  plays  which  it  became  usual  to  exhibit  on 

'  Collier,  L  19,  tmti. 

*  Hogfentach,  ii.  435. 

'  It  was  the  Iroubloiw  time  oliiiK  InltmgHum  in  the  Empire  (1954-JB71) 
and  of  Uie  commencement  of  the  struggles  between  the  Papai?  and  France, 
which  ended  with  the  transler  of  the  Holy  See  to  Avignon  1,1309]. 

'  It  abolisbed  the  Order  of  the  Templai*. 
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this  festival  seem  to  have  been  closely  connected ;  hence 
the  term  processus  is  frequently  applied  to  the  plays  them- 
selves. But  on  the  developement  of  the  drama  the  fact 
that  the  mystery  to  which  the  festival  was  sacred  was  not 
in  itself  immediately  adapted  for  representation  or  calcu- 
lated to  concentrate  the  thoughts  of  the  spectator  upon  any 
particular  events  in  the  sacred  narrative,  would  appear  to 
have  had  the  effect  of  extending  the  range  and  suggesting  a 
wider  choice  of  dramatic  subjects.  Thus  especially  towards 
the  close  of  the  Middle  Ages,  Old  Testament  subjects  were 
treated  with  great  frequency  at  Corpus  Christi '. 

This  festival  seems  to  have  exercised   a  very  marked   Gmtmi 
influence  upon  the  prepress  of  the  drama,  though  Pope  rt<«o(^ 
Urban   IV  appears    in    the    'pardon'    accompanying    its  "ligious 
institution  to  have  made  no  reference  to  religious  plays.       "^ 
(The  '  pardon '  mentioned  in  the  Proclamation  for  Whitsun 
Plays  at  Chester  (of  which  immediately),  and  then  attributed 
to  '  Clement  y'en  bishop  of  Rome,'  is  supposed  to  have 
been  granted  by  Pope  Clement  VI  (1342-52),)     I  cannot, 
however,  here  further  pursue  the  progress  of  the  beginnings 
of  the  modern  drama  in  the  case  of  any  country  besides  our 
own'-      It    must    sufHce  to   note    here   that,   for   reasons 
already   indicated,  the   drama   in   France   already  in  the  »<  Frantt, 
thirteenth   century   largely'  emancipated   itself   from   the 
Church.     The   French   theatrical   associations,  whose  ten- 
dencies were  not  only  rival  but  conflicting,  continued  in 
activity  down   to   the   period   of  the   Renascence, — when 
under  literary  influences  a  new  era  began  to  open,  endea- 
vouring, as   is   usual  with  new  eras   in  France,  to   make 

'  C£  Poilard,  Inirod.  xxv,  where  it  is  ilso  painted  out  thai  this  result 
was  further  favoured  by  the  fact  that  Corpus  Christi  is  celebrated  on  the 
Thursday  (sotnetimes  on  the  Sunday)  after  Trinity  Sunday,  i.e.  as  a  rule 
not  Gtr  away  from  the  longest  days  of  the  year. 

'  A  most  useful  bibliographical  survey  of  the  productions  of  the  religious 
drama  among;  the  seven!  European  nations  will  be  found  in  Mr.  F.  H. 
Stoddard's  R^irtnas  for  Siudtnis  q/'  MiTOcU-pIaya  and  Myaltrits,  Unnmsilji 
^Ca/ifitnia  Library  Bulltiin,  no.  S,  BeAely,  tSBa 

*  Largely,  not  entirely.  The  emancipation  had  not  altogether  accom- 
plished itself  even  in  the  GReentb  century,  when  eccleuastics  still  appear 
as  chief  actors  in  the  Passion-plays,  and  performances  are  still  arranged 
under  episcopal  sanction.  Du  M^ril,  n.  ■.,  61  stqq.  As  to  tfa«  extraordinaty 
fertility  of  the  religious  dtama  in  France  see  Pollard,  Inirod.  xli,  noU, 
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tabuia  rasa  of  what  had  gone  before,— and  in  isolated 
instances  to  an  even  later  date.  The  early  religions  dramas 
of  both  Italy  and  Spain  are  considerably  later  in  date, 
so  far  as  we  are  acquainted  with  them,  than  either  the 
JMy,  French  or  our  own.    No  Italian  mystery  has  been  preserved 

Spain,  from  an  earlier  date  than  1243  5  "o  Spanish  from  either  the 
thirteenth  or  the  fourteenth  century,  though  it  is  clear  that 
such  existed  in  a  variety  of  forms  •.  On  the  other  hand,  in 
and  Cer-  Germany  there  seems  no  doubt  that  both  the  plays  which 
it  was  usual  to  perform  at  Christmas  and  those  which  were 
generally  exhibited  at  Easter  belong  in  their  origin  to  about 
the  twelfth  century.  In  the  Middle  Ages  Easter  was  by  far 
the  more  popular  as  a  season  for  dramatic  performances, — 
a  circumstance  to  be  attributed  not  only  to  obvious  con- 
siderations of  temperature,  but  also  to  the  fact  that  Easter 
is  by  far  the  more  ancient  festival  in  the  Christian  Church, 
and  that  in  dramatic  significance  the  subject  of  the  Passion 
far  surpasses  that  of  the  Nativity'.     Corpus  Christi  plays 

'  The  origina  as  well  as  the  developement  of  both  the  Italian  and  the 
Spanish  drama  have  been  traced  with  extreme  fulness  by  Klein  in  the 
fourth  and  succeeding  volumes  of  bis  work,  to  which  I  have  already 
repeatedly  referred.  The  labour  which  its  uofortunate  author  bestoned  on 
it  wat  so  enormous,  that  he  may  well  be  pardoned  occasional  eccen- 
tricities both  or  expression  and  combination.  That  his  general  view  of  the 
origin  of  the  drama  is  just,  I  venture  at  the  same  time  to  believe;  and 
I  have  not  scrupled  to  adopt  some  of  his  theories.— For  a  brief  account  of 
the  origin  of  the  Sfianish  drama,  as  springing  from  religious  sources  and 
wholly  unconnected  with  the  ancient  Roman  theatre,  see  also  Ticknor's 
Histoty  of  Sfianiih  Littralun,  chap.  xiii. — It  is,  by  the  hyc,  well  known 
that  in  Spain  mysteries  are  by  no  means  things  of  the  past;  I  remember 
comparing  with  the  Oberammergau  Play  the  SacraJo  Passio  y  Mart  dt 
Niain  Stnyor  Jtsu-Crisi,  whii:h  professed  to  be  prepared  for  representation 
in  the  principal  theatres  of  the  kingdom,  being  published  (al  Barcelona^  by 
a  dignified  ecclesiastic.  The  Spanish  play  seemed  to  me  much  inferior  to 
the  more  recent  versions  of  the  German. 

<  See  Hone.  SckauspUU  <Us  Mittdallers,  vol  L  (1S46).  for  a  series  of 
religious  plays  dating  from  the  thirteenth  and  fourteenth  centuriea,  with 
a  list  of  others  reaching  to  the  end  of  the  sixteenth,  in  which  the  Easter 
plays  bold  the  most  prominent  position. — *The  Seven  Joj-s  of  the  Blessed 
Virgin '  seem  to  have  been  arranged  for  the  stage  by  Flemish  writers ;  M 
least  this  is  known  to  have  been  the  case  with  two  of  them,  €lt  EtrsU 
Bliseap  van  Maria,  which  dates  from  1+44  and  was  performed  at  the  court 
of  Charles  the  Bold,  and  Jr  StvtMsf,  which  was  discovered  in  our  own 
day  in  a  MS.  purchased  by  the  Royal  Library  at  Brussels.  A  decree  of 
tlie  city  of  Brussels  orders  the  annual  production  of  one  of  tixeitjoya, — 
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are  likewise  noted  ;  while  the  Ascension,  Assumption,  and 
Whitsuntide  plays  are  to  be  regarded  as  extensions  of  the 
Easter  plays.  It  is  curious,  by  the  way,  that  the  advent 
of  the  Reformation  (which  by  no  means  extinguished  the 
favour  shown  to  the  religious  drama  as  such^)  reversed 
the  relative  popularity  of  the  Easter  and  Christmas  plays, 
partly  perhaps  in  consequence  of  the  Importance  attached  in 
the  former  to  the  laments  of  the  Blessed  Vii^n.  With  the 
revival  of  Catholic  feeling  in  the  seventeenth  century,  and 
the  continued  cultus  of  the  Blessed  Vii^in  in  this  and  the 
eighteenth,  the  Easter  plays  recovered  their  preferential 
position,  being  now  tinged  with  a  sentimental  character, 
which  found  its  vent  in  allegories  and  in  external  effects, 
while  the  incident  of  the  Resurrection  itself  was  treated 
with  relative  slightness.  The  first  edition  of  the  Oberam- 
mergau  Play,  the  peculiar  origin  of  which  is  well  known, 
though  due  to  Benedictine  monks,  seems  to  have  borne 
unmistakable  traces  of  the  influence  of  the  Jesuit  school 
of  theolt^y,  paramount  in  Bavaria  and  in  Catholic  Ger- 
many at  large  in  the  latter  half  of  the  Thirty  Years'  War. 
By  the  side  of  the  mysteries  proper  the  Germans  in  the 
fourteenth  century  became  familiar  with  plays  celebrating 
the  legtnds  of  saints— such  as  St.  Catharine  and  St.  Dorothy 
— miracles  in  the  stricter  sense  of  the  term ;  and  in  the 
fifteenth  and  sixteenth  centiuies  it  became  usual  to  select 
from  l^endary  lore  subjects  of  historical  importance, 
whether  general  or  local,  so  that  the  transition  to  the 
historical  drama  became  easy.  While  the  moral  element 
finds  a  place  in  the  history  of  the  early  German  drama, 
it  only  exceptionally  connects  itself  with  the  lyrical  and 
epical  poetry  of  the  minstrels;  and  its  growth  is  in  this 
respect  anal(^ous  in  its  earlier  stages  to  our  own.  But  the 
progress    of   the   German   drama   from    the    ecclesiastical 

I  have  procrved  an  account  in  >  newspaper  of  our  own  times  of  a  repre- 
BcntatiDn  in  a  Bmall  people's  theatre  at  Madrid  of  a  Passion-play  called  Loa 
sitli  dolom  dt  Maria. 

'  Cf,  the  curious  quarrel  In  April  1503  between  the  clergy  and  the 
citizens  of  Stnusburg,  on  the  occasion  of  a  competition  between  the 
religtooa  plays  of  the  latter  and  the  Indulgences' processions  organised  by 
the  fonncr,  ap.  Baum,  CapUo  uiid  BuUtr  (Elberfeld,  1B60),  p.  194. 
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basis,  where  like  ours  it  had  its  beginnings,  was  less  fortunate. 
The  attempts  made  in  those  parts  of  the  nation  which  were 
seized  by  the  spirit  of  the  Reformation  to  pour  new  wine 
into  the  old  bottles,  and  to  create  a  national  drama, 
though  interestii^  and  as  will  be  seen  connecting  them- 
selves with  the  English  drama  in  its  greatest  period, 
remained  practically  abortive  as  a  literary  movement  *. 

TSf*-  The  peculiar  political  and  social  condition  of  our  own 

^^„  country,  in  the  period  succeeding  upon  the  Norman  Con- 
England.  quest,  could  not  but  considerably  affect  the  development  in 
England  of  the  religious  drama,  which  had  come  to  our 
English  ancestors  as  a  Norman  gift.  Before  the  Conquest, 
as  I  have  already  shown,  they  had  neither  possessed  a 
drama,  nor  displayed  any  disposition  towards  it ;  and  it 
would  have  been  little  in  accordance  with  the  national 
character  had  the  tendency  to  expand  and  diversify  the 
dramatic  elements  in  religious  worship  met  with  a  speedy 
and  general  welcome  here  *.  At  the  time,  therefore,  when 
the  drama  came  among  us,  there  is  every  reason  to  conclude 
that  mysteries  and  miracle-plays  alike  at  first  remained  in 
the  hands  of  the  clergy  by  whom  they  had  been  introduced  ; 
while  miracle-plays  were  also  occasionally  composed  by 
ecclesiastical  hands  as  literary  works.  But  the  Conquest 
had  also  brought  across  the  Channel  a  professional  class  of 
performers,  who  must  naturally  have  been  prompt  to  seize 
upon  an  attractive  form  of  entertainment,  and  bring  home  to 
secular  audiences  the  facilities  at  their  command  for  enjoying 
it.  Ecclesiastics,  then,  or  persons  connected  with  the  Church, 
introduced  the  drama  into  England ;  they  composed  the 
first  dramas  produced  in  this  country,  and  performed  them 
in  person,  or  caused  them  to  be  performed  by  their  pupils ; 
but  the  kistriones  soon  followed  in  their  footsteps,  and  in  the 
end  certain  sections  of  the  unprofessional  laity  followed  in 
the  footsteps  of  the  kistriones. 

The  first  play  of  which  we  have  nominal  mention  as  acted 

'  Of  the  early  German  religious  plays  an  account  will  be  found  in 
Dr.  C.  Wilkeu'a  GttMckU  drr  gtiaitkhm  Spitli  •»  DtulsdUand  (Gottingen, 
i8ia). 

■  Ten  Briock,  \i.  046. 
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in  Ei^land  has  already  been  stated  to  be  the  Ludus  de  ThtmiracU 
St.  Katharina,  which  the  Norman  Geoffrey,  who  afterwards  %athariHa, 
became  Abbot  of  St  Albans,  caused  to  be  performed  at  n^odrc. 
Dunstable  about  the  year  mo.  Of  this  'play'  we  know 
nothing,  except  that  the  writer  who  mentions  it  (Matthew 
Paris  in  his  Lives  of  the  Abbots  of  St.  Albans)  says  that  it 
was  a  play  of  the  kind  '  quern  miracula  vulgariter  appella- 
mus.'  Matthew  Paris  wrote  about  1240  ;  and  since  there  is 
no  reason  to  suppose  that  in  the  interval  any  pn^ress  had 
taken  place  in  the  miracle^plays,  this  dramatic  treatment  of 
a  favourite  theme  of  ecclesiastical  poetry  cannot  have  differed 
widely  from  that  adopted  in  the  other  Latin  or  French 
religious  plays  that  have  come  down  to  us  from  the  same 
century.  There  remains,  as  observed  above',  no  evidence 
to  enable  us  to  determine  the  character  of  this  piece  more 
precisely;  while  the  twofold  fact  that  no  French  plays  acted 
in  England  are  preserved  from  this  period,  and  that  no  Latin 
miracle-play  can  be  proved  to  have  been  performed  here  *, 
makes  any  conclusion  hazardous  as  to  the  language  in  which 
the  Play  of  St.  Kalkarina  was  written.  What  seems  clear 
is  that  whether  or  not  this  particular  example  was  amoi^ 
the  earliest  of  its  kind  known  to  this  country,  such  plays 
were  not  unfrequently  performed  in  English  monasteries  in 
the  course  of  the  century  following  upon  the  Conquest 

William  Fitz-Stephen,  who  wrote  about  half  a  century  London 
before  Matthew  Paris,  states  in  reference  to  the  period  "«'«^"' 
1170-1182  c,  that  London,  instead  of  theatrical  spectacles 
and  scenic  plays  (such,  for  example,  as  those  of  Rome), 
has  plays  of  a  more  sacred  character, — '  repraesentationes 
miraculorum  quae  sancti  confessores  operati  sunt,  seu 
repraesentationes  passionum  guibus  claruit  constantia  mar- 
tyrvm '.'  Here,  again,  it  is  impossible  to  pronounce  in 
what  langu^e  the  plays  referred  to  were  composed  *  As 
in  France,  so  in  England,  the  legends  of  the  saints  appear 

■  Pollard,  iH/mJ.,  zzf. 

'  First  published  by  Stow  from  the  yila  S.  Thottiai  Ardiilp.  It  Mart, 
(Becket),  and  quoted  by  Collier,  i.  ii. 

*  Ten  Brlni^  (iL  048)  thinks  it  may  be  Assumed  to  have  been  Anglo- 
Norman . 

VOL.  I.  E 
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to  have  met  with  dramatic  treatment  before  the  more 
arduous  and  more  important  experiment  was  made  of 
applying  it  to  scriptural  subjects ;  among  which  Old  Testa- 
ment seem  to  have  been  essayed  earlier  than  New  Testament 
themes.  Unfortunately  not  a  single  complete  miracle-play, 
in  the  more  restricted  sense  of  the  word,  that  was  performed 
in  Ei^land,  has  been  preserved  to  us ;  and  those  of  which 
the  names  remain  are  mentioned  at  comparatively  late  dates*. 
Everything  points  to  the  performers  of  these  miracle-plays, 
or  of  their  prototypes,  in  the  twelfth  century,  and  in  the  earlier 
part  of  the  thirteenth,  having  been  exclusively  ecclesiastics. 
Pro/ts-  In  the  year  1358,  however,   we   suddenly   come  across 

*Zv»3         ^  statement  that  histrionutn  ludi  must  not  be  seen,  heard,  or 
laJB.  allowed  to  be  performed  before  abbot  or  monks.     It  may 

remain  open  to  doubt  whether  the  interpretation  to  be  given 
in  the  passage  in  question  to  the  terms  histriones  and  ludi  is 
to  be  restricted  to  dramatic  performers  and  performances  *■ 
But  even  were  this  inadmissible,  such  performances  may  fairly 
be  supposed  to  have  been  included  among  the  exhibitions 
which  the  itinerant  performers  produced  where  they  were 
likely  to  find  most  favour.  Actors  of  this  kind  cannot  as 
yet  have  been  very  common  ;  indeed,  a  century  and  a  half 
later  Lydgate  in  a  famous  enumeration  of  social  types  passes 
by  the  professional  player,  while  he  finds  room  for  the  minstrel 
and  the  juggler  {tragiiour)^.     That  these  actors,  when  they 

'  The  Pagtanla  of  SI.  Fabyan,  St.  StbasHoH  and  Si.  Botolf  mentioned  by 
Pollard,  iHtrod.  xx.,  are  noticed  in  company  with  the  PagwanI  of  Iht  Trimly 
in  an  early  Chartulary  of  the  Brethren  of  the  Holy  Trinity  of  St.  Botolph 
without  Alderagate,  whose  fraternity  v/aa  founded  in  1373.  See  Hone's 
AitdtKl  Mystrrits  Jtstribtd  (1833),  77  Mf}.  The  plays  of  SI.  Gtorgi  of 
Cappadoda  at  Windsor  and  of  SI.  Giorgi  at  Bassiogbourne  in  Cambridge- 
shire are  mentioned  under  the  dates  1416  and  1511  respectively  (Collier, 
i.  991  WartoD  (cd.  1671),  ii.  033],  The  Ludi  Btaliu  Om/inor  at  Betbcr?- 
den,  Kent,  appear  in  the  Churchwardens'  Accounts  of  the  year  1533 
(Hiss  Toulmin  Smith,  Yori  Mysltry  Plays,  iHlmd.  liv).  In  Dublin,  at 
Christmas  isaS,  the  shoemaker?  presented  Crispin  and  CrisfiiaMHS  as  part  of 
■n  elaborate  entertainment  composed  of  biblical  and  classical  elements 
(Sharp,  p.  14a).    Cf.  ten  Brinck.  ii.  303. 

'  This  is  the  opinion  of  Collier,  by  whom  Uic  passage  in  Ihe  AHHa!a 
BurtoiuHsts  is  cited  (from  Gale),  i.  14.  The  passage  cited  by  Warton, 
iii.  161,  from  Matthew  Paris,  a4  mat.  1336,  shows  thai  the  term  histrio  was 
also  used  in  a  wider  and  more  varied  sense ;  and  I  cannot  find  that  Warton 
considers  its  use  to  require  restriction  in  Ihe  particular  case  in  question. 

'  In  the  DauiKt  of  Maatbrt,   a  version   of  the  famous  and  long-lived 
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performed  their  plays,  made  use  of  the  native  English  tongue, 
13  again  merely  a  matter  of  conjecture  ;  but  1258,  as  will  be 
remembered,  was  the  very  year  in  which  this  tongue  received 
a  public  acknowledgment  of  unparalleled  significance^. 

The  two  centuries  ensuing  upon  the  Conquest,  leather 
with  a  further  span  of  time  of  which  the  limits  cannot  be 
defined  with  precision,  may  therefore  be  regarded  as  the 
age  in  which  the  drama  in  Ei^land  was  still  mainly  under 
the  control  and  management  of  the  clergy.  The  miracle* 
plays  performed  by  them,  whether  written  in  Latin  or  in 
Frenchj  were  unmistakcably  of  French  origin,  and  differed 
in  no  important  point  from  their  exemplars  doutre  mer. 
The  plays  already  mentioned,  composed  by  Guillaume 
Herman  and  Etienne  (Stephen)  Langton  in  the  middle  and 
latter  part  of  the  twelfth  century,  were  the  earliest  examples 
produced  on  English  ground,  though  in  the  French  lan- 
guage, of  the  theological  morality ;  but  although  they 
present  few  features  indicating  the  prospect  of  a  new  dra- 
matic or  literary  species,  and  although  in  point  of  fact  the 
English  moralities  of  later  date  start  in  a  large  measure 
from  a  fresh  basis,  it  seems  preferable  to  treat  in  its  entirety 
the  growth  to  which  they  belong. 

The  direct  connexion  between  the  clergy  and  the  miracle-  Tfu  rUrgy 
plays  continued,  if  not  quite  to  the  last,  at  all  events  till  the  ^„^/^ 
period  when  those  plays  were  on  the  eve  of  being  super-  piays. 
seded   by   the   beginnings  of  the  regular  drama  ^.      Even 
when  the  clergy  did  not  perform  in  plays,  they  wrote  them, 
mediseval  device  oftbe  Duice  of  Death  and  of  Its  lesson  as  to  what  awaits  113 
all,  from  Pope  and  Emperor  to  tiBndicnAsnmn  and  hind.—On  the  other 
band,  according  to  Collier,  i.  30,  in  a  later  work  of  Lydgate's,  Tht  Ittttffrt- 
latyott  of  Iht  nanus  of  Godiys  attd  Goddissts,  it  is  said  of  Sensuality  that  he 
oogfal  10  change  his  character,  and  that 

'well  shall  he  be  taught, 
As  a  player  sholde.' 
As  to  Lydgate's  own  productions  containing  dranalic  elements  see  below. 

'  The  English  Proclamation  made  in  the  name  of  Henry  III. 

*  According  to  Bale,  cited  ap.  Warton,  ii.  014,  Robert  Boston,  a  Carmelite 
&iar  of  Scarborough,  who  accompanied  Edward  II  on  his  Scottish  ezpe- 
dilion  and  wrote  a  Latin  poem  on  the  siege  of  Stirling  Castle,  wrote 
Tmgotditu  H  ConuMdiai  vulgaris  ;  but  nothing  in  English  remains  from  the 
hand  of  this  versatile  but  unlucky  author.  He  waa  taken  prisoner  by 
the  Scots  and  compelled  to  write  «  Latin  panegyric  |,to  match  his  Sitgi  of 
Stirimg)  on  Robert  Bruce, 

E  2 
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or  at  least  paid  their  performers.  Bishop  Bale,  the  author 
of  our  first  Chronicle  history,  was  likewise  the  author  of  our 
last  miracle- play,  or  at  least  of  the  last  preserved  to  us 
(1538);  and  the  lusores.  minstrells,3.Ti6jocatores  enjoyed  the 
'  adjutorium '  of  the  Priory  of  Thetford  in  several  hundreds 
of  instances  between  the  years  1461  and  1547  ^.  Yet  very 
different  opinions  were  held  at  difilerent  times  among  the 
clei^,  both  as  to  the  propriety  of  the  performances  of  these 
plays  in  themselves,  and  as  to  the  permissibility  or  partici- 
pation in  them  by  ecclesiastics.  The  objecting  voices 
became  louder  and  angrier,  as  those  waves  passed  over  the 
face  of  society  which  by  their  recurrence  remind  us  that 
Puritanism  is  of  no  sii^le  age,  and  again  as  the  dramatic 
performances  themselves  began  to  lose  their  specially  religious 
character  when  lay  h^nds  came  to  engage  in  the  same  pur- 
suit Early  in  the  thirteenth  century  the  high-minded 
Pope  Gregory  IX  prohibited  in  indignant  terms  the  exhibi- 
tion of  dramatic  spectacles  in  consecrated  places,  '  lest  the 
honour  of  the  Church  should  be  defiled  by  these  shameful 
practices.'  In  1 247,  the  first  year  of  his  papacy,  the  Council 
of  Treves  had  decreed  the  same  prohibition.  He  passed 
away,  however,  in  1241,  and  before  long  the  attitude  of 
the  Papacy  towards  the  practice  of  religious  plays  was  to 
undet^o  the  memorable  change,  already  noticed,  marked  by 
the  institution  of  the  festival  of  Corpus  Chnsti.  About  half- 
way between  these  two  dates  falls  the  publication  of  the 
celebrated  Manuel  des  Pechies,  of  which  the  original  was 
erroneously  attributed  to  Bishop  Grosseteste  of  Lincoln,  the 
unsparii^  assailant  of  the  shortcomings  of  the  Church, 
Both  the  French  original  of  this  work,  by  William  of 
Wadington,  and  the  Ei^lish  version  composed  by  Robert 
Mannyng  of  Brunne  in  1305,  under  the  title  Handlyng 
Synne,  enter  at  length  into  the  question  of  miracle-plays, 
and  lay  it  down  that  the  clei^,  thoi^h  forbidden  to  '  make 
or  se'  miracles,  may  'play  the  Resurreccyun '  in  church, 
and  the  Nativity  *.     I  am  inclined  to  conclude  this  to  mean 

'  Collier,  ii.  69-70.    As  to  Bishop  Bale,  and 

■uthonhip  of  tume  of  the  collective  mysteries.  a> 

*  Collier,  L  15  tiqq.  \  cf.  Pollard,  IiUmd.  zxiv- 
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that  an  illustration  of  the  service — a  liturgical  mystery  in 
short — was  held  tolerable,  while  a  miracle-play  emancipated 
in  scxne,  and  more  or  less  in  treatment,  from  the  control  of 
authority  was  condemned  as  worldly  foolishness.  Nor  did 
the  actual  establishment  of  Corpus  Christi,  although  mark- 
it^  a  redintegratio  amoris  between  Church  and  stage,  by  any 
means  put  a  complete  stop  to  even  more  sweeping  censures. 
From  the  fourteenth  century  we  have  a  sermon,  by  no 
means  devoid  of  power.against '  miraclis  playinge'  in  general ', 
and  in  Piers  Plowtnan's  Crtde^  which  was  written  shortly 
before  the  close  of  the  same  century,  a  friar  minor  piously 
exults : — 

'  We  baunten  do  tavemes,  ne  hobelen  abouten ; 
At  marketes  aod  Miracles  we  meddley  us  never.' 
Yet,  as  has  been  pointed  out,  less  than  a  generation  after- 
wards we  find  a  friar  minor  at  York  interfering  to  bring 
about  the  annual  representation  of  Corpus  Christi  plays, 
and  called  '  a  professor  of  holy  pageantry  *.'  Wiclif,  when 
reprobating  the  gross  amusements  by  which  the  'great 
solemnity '  of  Christmas  is  supposed  to  be  honoured,  speaks 
with  scorn  of  him  '  that  can  best  play  a  pageant  of  the  devil ',' 
but  he  does  not  recur  to  the  subject  when  discussing  the  various 
'  heresies  and  errors  of  friars,'  To  the  fifteenth  century  (in 
which,  however,  the  Benedictine  Lydgate  composed  a  series 
of  pageants  '  from  the  Creation '),  belongs  a  satirical  poem 
against  the  'free  mjmours'  and  their  miracle-plays,  in 
which  the  author  expresses  a  pious  hope  that  the  friars  will 
in  due  season  burn  in  reality,  as  they  now  occasionally  burn 
in  character,  in  a  'cart  made  al  of  fyre'  on  the  stage*. 
Early  in  the  reign  of  Henry  VIII  Dean  Colet,  when 
delivering  an  oratic  ad  clerum  at  St.  Paul's,  quoted  an  old 
ordinance  against  a  clergyman's  being  '  a  public  player,'  and 
complained  that  in  despite  of  it  the  cleigy  gave  themselves 
up  ^ludis  et  jocis''.'  Not  long  afterwards  Cardinal  Wolsey 
included  among  ordinances  framed  by  him  for  the  Canons 

'  Rdiquiaa  Antiquat,  il.  43  stqq. 

'  Appendix  to  Drake's  History  of  York,  ap.  Collier,  f.  90, 
'  See  Tht  Av  Maria,  in  T/u  English  Worts  of  Wytlif,  &c.,  ed.  by  F.  D. 
Matthew  for  the  Early  English  Text  Society  (i860),  p.  906. 
*  RtUqniat  Anliquat,  i.  339.  *  Collier,  L  6^. 
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R^uUr  of  St.  Austin  a  provision  against  their  being  players. 
Finally,  in  r54«.  Bishop  Bonner  forbade  all  performances  of 
plays  in  his  diocese  ;  but  the  practice  was  not  alt<^ether 
extinguished,  and  from  a  tract  of  1572  it  appears  that  even 
at  so  late  a  date  '  interludes '  were  occasionally  played 
inside  churches ',  Indeed,  in  Queen  Mary's  reign,  when  an 
attempt  was  made  to  revive  the  religious,  while  suppressing 
the  secular,  drama,  we  hear  of  the  performance  'on  St. 
Olave's  day  at  night '  in  the  church  dedicated  to  that  saint 
in  Silver  Street,  London,  of  a  stage-play  treatii^  of  his 
miraculous  life^ 
Perfitrm-  As  has  been  already  stated,  an  impulse  of  a  quite  unpre- 
'mnr^  of  cedeutcd  kind  was  given  to  the  performance  of  religious 
gilds  md  plays  by  the  Church  herself,  through  the  confirmation  of 
aeti-ys. '  the  Papal  Bull  instituting  the  festival  of  Corpus  ChrisU. 
Indeed  the  actual  institution  of  that  festival  might  be  con- 
cluded to  have  been  immediately  followed  by  the  perform- 
ance of  such  plays  by  the  members  of  the  gilds  in  at  least 
one  important  English  city,  were  it  possible  to  credit  the 
tradition  dating  the  origin  of  the  Chester  plays  as  falling 
witiiin  the  years  1 268-1 376.  Whether  or  not  (as  we  have  no 
right  to  assume)  Chester  set  the  example,  and  in  whatever 
order  of  time  and  place  that  example  was  followed,  or  in  part 
anticipated,  the  custom  in  question  certainly  flourished  in 
a  considerable  number  of  English  cities  and  towns  during 
a  period  extending  from  the  latter  years  of  the  thirteenth, 
throi^h  the  course  of  the  fourteenth  and  fifteenth,  down  to 
near  the  end  of  the  sixteenth  centuries.  As  will  be  seen  imme- 
diately, the  actors  in  these  representations  were  usually  the 
members  of  the  gilds  or  companies  of  tradesmen  or  handi- 
craftsmen ;  but  tiiese  worthies  were  not  possessed  of  any- 
thing in  the  nature  of  an  exclusive  privil^e.  Thus  in 
London,  when  after  a  lapse  of  nearly  two  centuries  from 
the  date  mentioned  above*,  we  come  in  the  year  1378  upon 
a  mention  of  plays,  the  choristers  of  Sl  Paul's  are  found 
intent  upon  shutting  the  door  on  inexpert  performers  ;  and 
in  1391,  as  on  subsequent  occasions,  the  parish-clerks  of  the 

'  Collier,  ii.  72-3.  '  fl.  i  165.  '  Anlt,  p.  49. 
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city  are  in  possession  of  the  field '.  At  Winchester,  it  was 
the  almsboys  who  as  late  as  1487  performed  some  version 
ot the  theme  of  TAeHarroivir^of  Iff  il;  and  the  circumstance 
that  at  several  localities  (not  only  at  smaller  places  like 
Bassingbourne  in  Cambridgeshire,  Bethersden  in  Kent,  and 
Heybridge  in  Essex,  but  also  at  Reading  and  Tewkesbury) 
the  churchwardens'  accounts  are  chained  with  the  expenses 
of  the  performances,  points  to  the  probability  that  they 
were  carried  on  by  mixed  companies  of  laymen,  organised 
under  more  or  less  clerical  direction '. 

External  evidence  of  an  inevitably  uncertain  kind,  sup-  ThHtgto- 
ported  by  suggestive  analogies  in  other  branches  of  early  ^J^l™'^,, 
English  literature  of  relatively  ample  productivity  inspired 
by  the  study  of  Scripture,  points  to  the  Anglian  regions 
of  the  kingdom  as  the  regions  which  most  readily  favoured 
these  beginnings  of  our  national  drama'.  Adopting  this 
clue,  we  may  give  prerogative  mention  in  this  connexion  to 
Wymondham  near  Norwich  *,  and  to  Norwich  itself  We 
may  thence  trace  the  movement  through  Eastern  Mercia  by 
Sleaford  and  Lincoln  into  Northumbria,  where  at  Leeds,  at 
Woodkirk  near  Wakefield,  at  Beverley,  at  York  itself  from 
about  the  middle  of  the  fourteenth  century,  and  at  Newcastle- 
on-Tyne,  the  religious  drama  was  assiduously  cultivated  by 
the  citizens.  Leaving  aside  its  devious  migration  to 
Edinburgh  and  as  far  north  as  Aberdeen,  we  find  it 
prevalent  in  a  series  of  towns  in  our  English  North- West, 
in   Kendal,  Lancaster,  Preston,  and    nearing  the  Welsh 

'  Stow  records  thit  in  thlx  year  the  parish^clerka  of  London  enicCed 
a  play  at  Skinner's  Well,  near  SmithGeld,  in  the  presence  of  king,  queen, 
and  nobility,  whicii  lasted  for  three  days.  Another  play,  which  began  with 
the  Creation  and  lasted  eight  days,  was  performed  at  the  some  place  in  1409. 
Collier,  i.  ay-S.  Everybody  remembcia  in  Chaucer's  MilUr'a  Tall  the  parish- 
clerk,  the  '  joly  Ahsolon ' : 

'  Sometime  to  shew  his  iightnease  and  maistrie 
He  plaieth  Herode  on  a  skaffold  hie.' 

*  See  the  daU  af.  Hiss  L.  ToulmJn  Smith,  York  Plays,  IntroJucHoH, 
Ixiv^lxviiL 

>  See  ten  Brinck,  IL  363-3.  For  the  daU  on  which  the  list  in  the  text  is 
based  see  Hiss  L.  Toulmin  Smith,  k.  s.,  and  Stoddard,  51-66,  where  will  also 
be  found  a  list  of  editions  of  English  Mysteries. 

*  It  was  at  the  annual  festival  at  Wymondham  that  in  1549  Ket's  rebellion 
first  broke  out.    See  Froude's  Hislvry  of  Ettglatid,  chap.  xxvi. 
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border,  firmly  rooted  at  Chester.  Thence  it  spread  across 
the  sea  into  the  English  Pale  at  Dublin,  and  along  the 
Welsh  boundary  to  Shrewsbury,  Worcester  and  Tewkes- 
bury, reappearing  beyond  that  boundary  under  altogether 
distinct  conditions  in  Cornwall  *.  In  the  heart  of  the  Mid- 
lands, Coventry,  where  the  first  notice  of  plays  exhibited 
by  the  companies  is  not  earlier  than  1416,  was  a  well- 
known  home  of  the  religious  drama,  which  was  likewise 
familiar  to  Leicester  in  both  the  fifteenth  and  sixteenth 
centuries;  while  to  the  East  in  Cambridgeshire  it  was 
cherished  both  at  Cambridge  itself  and  at  Bassingboume. 
In  Saxon  England  proper  a  taste  for  dramatic  perform- 
ances seems  to  have  exerted  itself  more  fitfiiUy.  Thdr 
occurr^ice  is  mentioned,  as  has  been  seen,  in  London ; 
in  Essex,  Heybridge  and  Manningtree"  are  noted  for  per- 

'  Id  Cornwall  miracle-plajn  were  at  an  early  date  performed  in  the  native 
Cymric  dialccL  Three  of  these  have  been  edited  and  tnuislated  by 
Mr,  Edwin  Norris,  under  the  title  of  Tht  Andmt  Comisk  Drama  (a  vols., 
Oxford,  1659^  He  states  that  the  eariiest  HS.  of  these  dramai  is  apparently 
of  the  fifteenth  century,  but  that  their  language  shows  their  origio  to  belong 
to  a  period  earlier  than  the  fourteenth.  The  three  plays  ostensibly  constitute 
■  connected  trilogy  of  which  the  several  plays  are  to  be  performed  on  suc- 
cessive days;  but  they  are  really  four  in  number,  viz.  (i)  the  Oiigi  MmtiH, 
which  in  three  divisions  carries  on  the  Old  Testament  story  through  some 
of  its  principal  incidents  from  the  Creation  to  the  building;  of  the  Temple  by 
Solomon,  who  consecrates  a  bishop  to  take  care  of  it ;  there  is  added  the 
episode  of  the  martyrdom  of  Maiimilta  on  refusing  to  abjure  her  belief  in 
Christ,  (a)  The  History  of  Christ  from  the  Temptation  to  the  Cracifixion  ; 
bere  there  is  no  break  in  the  action.  (3)  The  Resurrection  and  the  Ascen- 
sion; but  the  action  of  this  play  is  intemipted  by  that  of  (^)  the  Death  of 
Pilate,  which  ia  quite  detached  from  the  rest.  The  whole  ends  with  an 
antiphony  of  angels  on  the  reception  of  the  Son  into  Heaven  by  the  Father, 
and  an  epilogue  by  'the  Emperor.'  There  is  not  much  in  these  Cymric 
plays  to  distinguish  them  from  the  many  plays  on  Scriptural  themes  in  Latin, 
French,  and  English,  and,  indeed,  occasional  French  words  occur. — It  may  be 
added  that  we  possi^ss  no  notice  of  the  actual  performance  of  plays  in  Corn- 
wall earlier  than  that  occurring  in  Richard  Carew's  Survty,  first  printed  in 
160a.  He  mentions  the  Guary  miracles,  for  the  representation  of  which 
amphitheatres  arc,  he  says,  raised  in  some  open  field.  Two  of  these,  of 
larger  dimensions  than  those  refenvd  to  by  Carew,  and  popularly  called 
RoHiidi,  were  described  by  Borlase  in  the  middle  of  the  eighteenth  century; 
and  one  of  these  situate  dose  to  the  principal  inn  in  St.  Just  ChunJi-tDwn,  not 
far  from  the  Land's  End,  I  remember  visiting  some  sixteen  years  since. 

■  I  am  aware  that  the  plays  acted  at  Hanningtree  were  morals,  but  as  in 
his  reference  to  them  in  his  Snun  Dtadly  Suttua  ofLomioH  (1606,  Arber's 
edition,  p.  45)  Dekker  expressly  stales  that  they  were  acted  1^  tradesmen. 
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rormances,  as  also  are  Reading  in  Berkshire,  Winchester 
in  Hampshire  and  Canterbury  and  Bethersden  in  Kent '. 

Before  calling  attention  to  the  most  interesting  features  in 
such  of  the  above-mentioned  plays  as  have  been  preserved  to 
us,  I  may  premise  one  or  two  remarks  as  to  the  nomenclatures 
by  which  it  has  been  sought  to  distinguish  between  them. 

Their  usual  contemporary  des^ation  v/as  plays,  miracU-  Noma 
Piays  or  miracles ;  the  term  mysteries  not  being  employed  ^^^''" 
in  England'.     Yet  their  character  is  essentially  the  same  as  ftays. 
that  of  the  mysteries  in  France ;  nor  is  there  any  obvioiis 
distinction  as  to  method  of  treatment  to  be  drawn  between 
the  popular  mysteries  and  the  popular  miracles  in  England, 
even   if  we   choose   to   accord   to    them   respectively    the 
designations    actually    appropriate    to    their   several   sub- 
jects ".     I  perceive  no  proof  of  the  theory  that  in  England, 
as  in  France,  the  popular  dramatic  treatment  of  legendary 
preceded   that    of  biblical    subjects ;    nor    am    I    struck 
by  the  su^estion  of  the  a  priori  probability  of  such  an 
order    of   sequence*.      As    the    well-known    example    of 
the   play  of  Mary   Magdalene^   shows,  the   species  were 

they  have  been  included  in  the  above  lisL  On  the  Mher  hand,  I  have 
omitted  performances  >t  royiil  palaces.  1  have  also  omitted  the  production 
of  the  Shtpairighta  Play  (which  probably  related  to  Noah's  Flood)  before 
Henry  Vll  at  Bristol,  because  it  was  in  dinDbshow.— Collier,  ii.  67-8. 
According  to  a  review  of  C.  Penley,  Tht  Bath  Stagt,  in  the  AthtHotum, 
November  19,  189a,  minclc-plays  were  acted  at  Bath  as  early  as  the  reign 
at  Edward  III  in  the  church  of  SL  Hichael  without  the  walls. 

'  The  JttsumttiOH  at  Witney  in  Oxfordshire  seems  to  have  been  a 
puppet-play  presented  by  priests.  It  contained  the  phrase  '  Jack  Snacker  of 
Witney,'  as  applied  to  the  watchman  who,sccing  our  Lord  rise  from  the  grave, 
made  a  continual  noise  '  like  to  the  sound  that  is  made  by  the  meeting  of 
two  sticks.'    See  Lambarde,  afi.  Warton,  ii.  aai. 

•  Chaucer's  IVifi  0/  Balk,  we  may  tie  sure,  intended  no  nice  distinction 
when  mentioning  '  pEayes  of  miradta'  among  the  other  social  diversions 
or  eicitemeots  which  were  open  to  her. 

•  In  tbc  Hou3*hoid  Boo*  o/ Henry  F// they  are  on  one  occasion  entered 
as  '  marv^'  evidently  a  synonym  of  mtnuUs.  Collier,  ii.  53  nolt. — 
Although  the  term  tuyslthta  wu  not  in  popular  use  in  England,  it  may  be 
well  to  guard  against  any  possible  conliision  (since  these  plays  were  pei^ 
formed  by  members  of  particular  gilds  or  trades)  by  observing  that  the  word 
bas  no  connexion  with  its  homonym  mysliry  or  mistery  (LaL  minisUriitm, 
Fr.  ttulwr),  signi^Hng  an  art  or  tnde. 

•  See  ten  Brinck,  ii.  048-9. 

•  D^  MysUtvs.    CI  Pollard,  IntrodiOhH,  zz. 
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freely  intermiagled  within  the  framework  of  a  single 
composition.  These  plays  also  contain  elements  of  the 
moralities,  and  in  one  instance  at  least  we  meet  among 
them  with  a  morality  proper,  in  accordance  with  the  definition 
given  above.  But  since  the  moralities,  although  their  form 
was  moulded  by  the  example  of  the  miracles,  have  an  origin 
of  their  own,  it  will  be  preferable  to  treat  of  them  separately. 
The  individual  plays  were  usually  called  pageants, — 
a  word  spelt  in  eveiy  conceivable  way,  but  indisputably 
derived  from  the  Latin  pango  and  Greek  Trijywjii  (whence 
pCgi^tt,  pegma=Tr^y^}.  It  was  no  doubt  originally  applied 
to  these  plays  in  reference  to  the  vehicles  on  which  they  were 
exhibited,  but  was  afterwards  used  of  stage-plays  in  general, 
even  when  regarded  as  books  or  literary  compositions  rather 
than  as  pieces  actually  put  upon  the  stage'. 
Coiltciitu  In  their  origin  many  of  the  individual  plays  are  doubtless 

'niTXuf  founded  on  French  models ;  others  are  taken  directly  from 
EngHih  the  text  of  Scripture,  from  the  Apocryphal  Gospels,  and  to 
*^'*  some  extent  from  the  legends  of  the  saints.     But  one  of  the 

most  remarkable  characteristics  of  the  English  religious 
plays,  although  by  no  means  common  to  the  whole  body  of 
them,  is  their  combination  into  collective  series,  exhibiting 
the  entire  course  of  Bible  history,  from  the  Creation  to  the 
Day  of  Judgment-  These  collective  series  as  such  are 
essentially  original  national  creations,  not  translations  or 
even  indirect  copies  of  French  or  any  other  foreign  works  *. 
These  were  the  series  performed  by  the  gilds,  crafts,  or 
trade-companies  of  most  of  the  towns  mentioned  above 
at  Corpus  Christi,  though  some  of  them  were  likewise,  or 
even  exclusively,  performed  at  other  great  Church  festivals, 
such  as  Whitsuntide  and  Candlemas. 

The  method  of  performing  these  plays  has  been  frequently 
described ;  nor  is  it  part  of  my  purpose  to  attempt  another 
detailed  exposition  of  it.  The  following  brief  statement, 
based  chiefly,  but  not  altogether,  upon   late   accounts   of 

•  Cf.  IS  to  the  PagtanI  of  Uu  Holy  Trinity  (»  bound  Kiid  illuminMted  Ma, 
Imfi.  Hen.  VI),  Collier.  L  35  ;   and  see  A.  56, 

'  As  to  the  relation  between  the  French  Mytlirt  At  VaU  Ttstamml  and 
the  Chester  plays  see  below  ;  but  this  can  in  no  case  be  held  to  contradict 
the  general  statement  in  the  text 


Mtlkodof 
Ihtirptr- 
Jonnantt. 


D.,.„cb,Googlc 


i]         THE  ORIGIN  OF  THE  ENGLISH  DRAMA         39 

the  Chester  series',  must  therefore  suffice  in  the  present 
place.  It  seems  to  have  been  usual  in  some  towns  for 
public  proclamation  to  be  made  beforehand  of  the  perform- 
ance  of  these  plays,  and  a  document  of  this  kind  has  been 
preserved  dating  from  the  early  part  of  the  fifteenth  cen- 
tury, in  which  the  Mayor  of  York  impresses  upon  the  crafts 
the  duty  of  bringing  forth  'ther  pagantez  in  order  and 
course  by  good  players,  well  arayed  and  openly  spekyng, 
vpon  payn  of  lesyng  of  C-f.  to  be  paide  to  the  chambre 
without  any  pardon.'  In  the  same  proclamation  he  bids 
'euery  player  that  shall  play  be  redy  in  his  pagiaunt  at 
convenyant  tyme,  that  is  to  say,  at  the  mydhowre  betwix 
iiij""  and  v*  of  the  cloke  in  the  momynge ' ;  whereupon 
all  the  pageants  are  to  follow  on  one  another  without 
delay,  under  a  penalty  of  6s.'id.  (an  angel)-.  Elsewhere, 
a  special  messenger  made  the  round  of  the  city  some  time 
before  the  actual  date  of  the  performances ;  at  Chester,  where 
the  Whitsun  performances  were  thus  proclaimed  as  early 
as  St.  George's  Day  (April  23},  this  proceeding  was  called 
'the  readinge  of  the  banes'  (bans).  It  seems  to  have  been 
distinct  from  a  species  of  general  prolt^ue,  spoken  by 
a  herald  of  one  kind  or  another  immediately  before  the 
performances  themselves.  Each  series  was  divided  into 
a  number  of  '  pageants,'  plays,  or  actions,  according  to  the 
number  of  the  companies  between  whom  the  performance 
as  a  whole  had  been  distributed.  At  Woodkirk  there  were 
thirty-two,  at  York  forty-eight,  at  Chester  twenty-four, 
at  Coventry  forty-three.  Thus  the  performance  of  the 
series  occupied  from  three  days  (at  Chester)  to  double  that 
number,  unless  (as  at  Coventry)  it  was  broken  off  in  the 
middle  and  played  in  two  parts  in  two  successive  years. 
The  distribution  of  the  individual  plays  among  the  com- 
panies seems  in  the  first  instance  to  have  depended  upon 
the  '  properties '  and  '  business  '  required  for  the  several 
plays.     Who  but  the  goldsmiths  could  flirnish  the  Three 

'  By  Archdeacon  Rogers,  who  died  in  IS9S>  and  wbo  saw  the  Whitsun 
pl^s  perfonned  at  Chester  in  the  prccedinf  year.  See  Wright,  Jntrod.  to 
C/ustirFltfyi  i_Sliaiiaftan  Sodt^s  PiitliaUioHS,  six-nx),  and  Sharp,  Z^tsMrte. 
lion  on  CovtMtiy  MysUrUa,  ii-iB. 

*  See  Hiss  Toulmin  Smith,  York  Plays,  Ittimd,  zzxiv. 
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Kings  with  the  golden  crowns  marking  their  royal  dignity ; 
who  but  the  shipwrights  could  build  up  Noah's  ark'?  Thus 
then  'euery  company  brought  forthe  their  pagiente,  which 
was  the  carriage  or  place  which  the  played  in '  (i.  e.  on). 
'  And  they  first  beganne  at  the  Abbaye  gates ;  and  when 
the  iirste  pagiente  was  played  at  the  Abbaye  gates,  then  it 
was  wheeled  from  thence  to  the  pentice'  (penthouse)  'at 
the  highe  crosse  before  the  Mayor;  and  before  that  was 
donne,  the  seconde  came,  and  the  firste  wente  into  the 
Watergate  streete,  and  from  thence  vnto  the  Bridge-streete, 
and  soe  all,  one  after  an  other,  till  all  the  p^ientes  were 
played  appoynted  for  the  firste  daye,  and  so  likewise  for 
the  seconde  and  the  thirde  daye*.'  Thus  in  the  course  of 
each  day,  as  moveable  scaffold  after  moveable  scaffold 
passed  from  station  to  station,  the  crowd  gathered  in  the 
different  parts  of  the  town  had  an  opportunity  of  witnessing 
the  whole  sequence  of  the  series  presented,  and  of  critically 
comparing  the  efforts  of  the  tanners  with  those  of  the 
plasterers,  those  of  the  hosiers  with  those  of  the  spicers,  and 
so  forth.  As  for  the  actual  arrangement  of  these  moveable 
stages, '  these  pagientes  or  cariage  was  a  highe  place  made 
like  a  howse  with  ij  rowmes,  beinge  open  on  the  tope :  in 
the  lower  rowme  they  apparelled  and  dressed  them  selues ; 
and  in  the  higher  rowme  they  played :  and  they  stoode 
vpon  6  wheeles.*  To  this  description  it  may  be  worth 
adding,  frrst,  that  the  moveable  stage  at  times  was  insuf- 
ficient to  meet  the  demands  of  the  action,  and  at  times  the 
street  itself  had  to  serve  as  a  sort  of  supplementary  scene. 
Balaam,  for  instance,  and  the  Three  Magi,  and  Saul  on  his 
journey  to  Damascus,  had  to  appear  mounted  * ;  and  as  for 
Herod,  he  'ragis  in  the  pagond  and  in  the  streete  alsoV 
Again,  when  the  action  was  of  a  more  complicated  nature, 
two  or  more  scaffolds  seem  to  have  been  ranged  side  by 
side  of  one  another,  the  actors  moving  from  scaffold  to 

'  Ten  Brinck,  il.  957-9. 

■  See  a  similar  progianmie  at  Yo^  Yort  Ptqya,  ItOrod.  zzxH-iii. 

*  Thus  we  have  the  follawing  stage-direction  in  the  Coaveraioa  of  Saul 
{pi^  Mystfrits,  Abbotsford  Qub  ed.,  p.  37 :  '  Here  Sale  t^tlylb  forth  with 
his  scruant  about  the  place  owt  of  the  pagond.' 

*  T/u  Shtamun  and  Taylors  PagtanI  at  Coventij,  af.  Sharp,  p.  107. 
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scafToId  as  might  be  accessary.  This  device,  together  with 
the  simple  expedient  of  writii^  the  name  of  each  locality- 
over  whatever  rude  pretence  of  scenery  may  have  been 
painted  or  set  up  at  the  back  of  the  stage,  made  it  possible 
to  execute  dramatic  movements  of  some  complexity  without 
their  becoming  unintelligible  ^,  and  to  carry  on  the  double 
action  -necessitated  by  the  plan  of  some  of  the  plays^. 
Much,  as  a  matter  of  course,  was  left  to  the  imagination, 
and  there  is  no  proof  that  the  English  mystery-sts^e  was, 
like  that  in  France,  regularly  divided  into  three  platforms 
with  a  dark  cavern  at  the  side  of  the  lowest,  appropriated 
respectively  to  the  Heavenly  Father  and  his  angels,  to 
saints  and  glorified  men,  to  mere  men,  and  to  souls  in  hell. 
Hell-mouth,  however,  was  an  English  as  well  as  a  French 
institution  ;  and  much  care  seems  to  have  been  bestowed 
upon  representing  it  with  sufficient  elaboration  '.  Demons 
with  hideous  heads  issued  from  it  *,  or  flames  burst  forth  in 
token  of  the  fire  within ' ;  but  the  introduction  of  '  yerthe- 
quakes'  seems  to  beloi^  to  the  degeneracy  of  the  religious 
drama.  The  costumes,  as  to  which  we  have  an  abundance  of 
details  in  the  accounts  of  the  gilds,  no  doubt  varied  accord- 
ing to  the  liberality  as  well  as  according  to  the  tastes  of  the 
several  trades,  and  we  may  be  sure  there  was  no  lack  of 
glitter  or  colour.  In  part  the  dress  or  attributes  were  con- 
ventional. Drvlne  and  saintly  persom^s  were  distinguished 
by  gilt  hail"  and  beards".  Herod,  as  he  swore  'by  Mahownde,' 
was  also  dressed  as  a  Saracen  ;  Judas  had  a  red  hair  and 
beard ;  the  demons  wore  hideous  heads  and  long  tails'' ;  the 

*  E.g.  in  the  Coventry  Trial  of  Christ  {Ludus  Covatfriat,  p.  303):  'Here 
thei  take  Jhesu  and  lede  hym  in  gret  hast  to  Hcrowde ;  and  then 
Herowdys  scafald  xal  uadose,  shewing  Herowdc  in  3,  stat  [on  a  throne], 
alte  the  Jewys  knelyng,  except  Annas  and  Cayaphas.' 

'  E.  g.  of  the  York  play  of  Th,  Dnam  of  PilaUs  Wift  andjisus  btfort 
Pilatt.     Cr.  InlroducfioH  to  York  Plays,  tiv. 

*  See  the  startling  illustrations  ap.  Sharp,  pp.  61  stqif. 

*  In  the  TraHsfiguralion  in  the  York  Plays  Ellas  is  brought  from  paradise 
and  Moses  from  hell. 

'  '  It",'  says  an  entry  relating  to  the  Dmptrs'  Pagtani  at  Coventry, 
'  payd  for  kepying  of  Iyer  at  bell  mothe  .  . .  iiijii.'     Sharp,  p.  73. 

*  See  Che  Coventry  bayits  mentioned  above,  where  gilt  a  described  as 
a  sufficient  'disfigurement,'  i.e.  disguise,  for  the  purpose. 

'  Hodge,  in  Cammtr  Gnrioii'a  Netdlt,  gives  a  very  dtslioct  description  of 
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souls  were  clad  in  white  or  black  coats  according  to  their 
kind,  and  the  angels  sbone  in  gold  skins  and  wings. 
Customary  tricks  of  manner  added  their  aid ;  the  devil 
never  entered  upon  the  stage  without  bustle,  fuss,  and 
violent  language  ;  while  alliteration  more  impartially  em- 
phasised the  ftiry  of  Herod,  the  enthusiasm  of  the  Magi, 
and  the  solemnity  of  the  Saviour  on  His  liberating  descent 
into  hell. 
The  Many  iurther  details  of  this  description  have  been  collected 

^^^  °"  by  Mr.  Sharp  and  other  authorities,  together  with  much 
iracU-  interesting  matter  as  to  the  system  by  which  provision  was 
made  for  the  considerable  expenditure  involved  in  the  pro- 
duction of  these  plays.  But  it  may  perhaps  be  advisable, 
where  no  enquiry  of  a  specialistic  kind  is  in  question,  to 
refrain  from  dwelling  too  much  upon  these  external  points, 
and  thereby  indtilgii^  the  sense  of  the  grotesque  at  the  risk 
of  overlooking  more  important  features  common  to  all  these 
compositions.  No  doubt  the  siuroundings  amidst  which 
they  were  produced  cannot,  and  should  not,  be  dissociated 
from  them.  For  these  surroundings  go  some  way  to  account 
for  what  has  struck  other  generations  as  incongruous  or  odd. 
The  visible  symbols  of  their  religious  creed,  the  personalities 
or  the  supposed  personalities  of  its  most  sacred  figures, 
marked  with  every  detail  of  attribute  as  long  conventionally 
established, — all  this  was  as  familiar  to  the  eyes  of  the 
mediaeval  population  as  the  diction  and  cadence  of  the  Bible 
text  afterwards  became  to  their  puritanised  successors. 
When  at  the  comer  of  every  street  men  were  accustomed  to 
see  a  sculpture  in  stone  or  wood  nspresenting  the  Passion,  or 
the  Moumii^  Mother  of  the  Saviour,  or  the  Saint  of  the 
Keys,  or  the  Saint  of  the  Wheel, — when  in  every  church 
coloured  frescoes  brought  before  them  the  familiar  figures 
and  scenes, — when  in  every  pro<£ssion  banners  waved  with 
dazzling  reproductions  of  the  same  types, — men  interlarded 
their  common  speech  with  reminiscences  of  the  sights  to 

the  devil,  as  he  appeared  id  these  plays.    Cf.  Sharp,  p.  56.     Oae  of  the 
stage- directions  in   Slcdlon's  Nigromanair  (1515  (.)  i*»    '  Enter  Balsebub 
N  with  a  berde,'  appendages  of  this  kind  being  attached,  conveniently  for 

^         stage-use,  to  a  viiard. 
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which  their  eyes  were  habituated,  and  appealed  without 
a  thought  of  irreverence  to  Mary  and  Paul,  and  to  the  bones 
and  the  wounds,  and  the  instruments  of  the  Passion,  of  the 
Saviour  Himself.  Thus  the  attitude  of  the  spectators  towards 
the  miracle-plays,  of  the  action,  moved  entirely  round  these 
figures  eind  conceptions,  was  in  a  word  the  naif,  which  is  the 
direct  opposite  of  that  which  many  modem  witnesses  have 
(in  their  case  quite  as  naturally)  assumed  towards  them  *. 

The  writers  of  these  plays  (whether  or  not,  as  may  usually  Thnr 
have  been  the  case,  their  training  as  clerks  raised  them  above  1^^ 
their  public)  could  not  for  a  moment  mistake  the  audiences  for 
whom  they  wrote.  This  by  no  means  implies  an  utter  absence 
from  this  body  of  literary  remains  of  the  graces  and  charms 
of  composition ;  as  a  whole  their  literary  talent  may  be  said 
to  surpass  their  dramaturgic  skill,  although  even  of  this 
evidence  is  by  no  means  wanting.  But  these  graces  and 
charms — except  perhaps  in  some  of  the  \yr\ca\  passages, 
where  we  cannot  be  wrong  in  perceiving  something  like  an 
attempt  at  elaboration* — may  fairly  be  described  as  the 
result  of  accident.  Frequently,  no  doubt,  the  simple  and 
direct  handling  of  such  themes,  and  the  use  of  language 
always  clear  and  vigorous,  and  thus  often  recalling  or 
resembling  that  of  our  own  Authorised  Version,  creates 
efforts  which  in  their  way  nothing  could  surpass ;  at  times 
(especially,  I  think,  in  the  earlier  collections)  we  seem  to 
recognise  the  unmistakeable  ease  of  priests  and  monks  dealing 
with  religious  subjects  which  have  become  part  of  their 
daily  life  as  well  as  of  their  highest  thoughts ;  and  yet  at 
other  times,  as  is  the  case  even  with  the  dullest  writers  into 
whose  hands  such  materials  fall,  the  cry  of  nature  reaches 

'  '  It  ia  very  difficult  for  ni«,'  wrote  the  late  Mr.  Ch&rles  Lowder  from 
Oberammergau,  'to  write  just  after  coming  from  the  Passion  PJay  ;  for  it  is 
like  coming  out  of  a  Retreat,  with  one's  feelings  worked  up  to  the  very 
highest  pitch,  and  so  very  difficult  to  return  to  one's  ordina:y  state.' 

'  I  refer  to  the  text  only,  not  to  what  has  been  preserved  or  discovered  of 
the  music.  The  songs  belonging  to  the  Shiamun's  and  Taylors'  PagiOTit 
( Tki  Shephirds  ohJ  tht  Thru  Kings)  are  printed  with  their  music  ap.  Sharp, 
113  Sf99.  One  has-  the  burden  'lully  luilay.'  As  to  the  reminiscences  of 
old  church  music  preserved  in  connexion  with  the  York  plays,  see  the 
notes  of  Mr.  W.  H.  Cummings  and  Miss  L.  Toulmin  Smith,  York  Plays,  pp. 
533-7. 
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from  heart  to  heart.  On  the  other  band  the  femiliarity  of 
treatment,  springing  from  the  naineU  of  sentiment  already 
referred  to,  expresses  itself  most  strikingly  in  the  consider- 
able comic  element  which  these  plays  contain.  It  certainly 
would  not  have  occurred  either  to  authors  or  audience  that 
the  former  were  dishonouring  the  sacred  narrative  by  patch- 
ing it  with  rude  lappets  of  their  own  invention ;  or  that  a  bit 
of  buffoonery  introduced  into  a  religious  play  implied  irrever- 
ence towards  its  holy  theme,  any  more  than  a  grotesque  head 
disfigured  the  column  in  a  church  of  which  it  diversified  the 
ornamentation.  Of  course  the  historic  sense — the  sense  of 
what  is  correct — was  £is  completely  wanting  in  these  plays 
as  a  sense  of  what  was  fitting ;  but  the  anachronisms  of  the 
Middle  Ages  do  not  puzzle  us  as  much  as  their  improprieties, 
more  especially  as  the  jester  in  these  plays  as  elsewhere 
thrusts  himself  forward  with  loud  laugh  or  protruded  tongue, 
often  at  the  most  critical  points  in  the  action.  So  &r  as  there 
is  herein  anything  incomprehensible,  it  may  be  worth  remem- 
bering that  Greek,  and  more  especially  Roman,  paganism 
seems  to  have  shared  this  way  of  feeling  with  mediaeval 
Christendom  ;  for  it  was  often  on  the  greatest  festivals  of  the 
greatest  among  the  deities  of  classical  heathendom  that  vulgar 
licence  was  allowed  to  run  riot.  To  sum  up.  the  chief  interest 
ofthese  plays,  as  has  been  well  said,  was  in  England,  as  it  was 
in  Germany,  tragic'.  This  was  in  accordance  with  the  tem- 
perament of  our  nation,  fmd  with  the  general  character  of 
its  literature,  while  untouched  by  other  national  influence. 
But  although  the  gaiety  of  France,  which  is  the  gaiety  of 
Chaucer,  had  not  yet  permeated  the  population  of  England 
as  a  whole,  the  grossness  of  many  passages  in  these  plays 
is  manifestly  of  indigenous  origin,  and  points  to  the  slow 
prepress  of  aesthetic  culture  rather  than  to  an  absence  of 
moral  sentiment 

It  seems  most  convenient  to  treat  of  the  extant  cycles  of 
English  Collective  Mysteries,  as  they  have  been  appropriately 
termed,  before  speaking  of  a  few  isolated  plays,  some  of 
which  may  in  date  possibly  be  anterior  to  any  of  the  series 
preserved  to  us.    In  the  form  in  which  these  cycles — four  in 

•  By  Heniy  Morley,  Etiglah  WrUtra,  &c.,  i  355. 
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number— have  actually  come  into  our  hands  two  of  them 
appear  to  belong  to  the  fourteenth,  and  the  other  two  to  the 
fifteenth  and  the  sixteenth  century,  respectively.  I  proceed 
to  say  a  few  words  concerning  each,  in  their  probable  chrono 
logical  order. 

The  York  Plt^s '  are  not  actually  mentioned  before  the  YorkPlays. 
year  1378,  but  the  references  to  them  in  this  and  subsequent 
years  imply  that  they  had  been  in  progress  for  some  con- 
siderable time  before,  and  there  cannot  be  much  doubt  but 
that  they  were  written  about  1340-50,  if  not  even  rather 
earlier.  They  exhibit  ^  closer  parallel  than  any  of  the  other 
cycles  to  a  very  notable  poem,  which  in  epic  form  had  not 
more  than  a  generation  earlier  set  an  example  which  was  of 
unmistakeable  influence  upon  the  Collective  Mysteries,  and 
the  phase  of  the  English  religious  drama  to  which  they 
belong.  The  Cursor  Muitdi  [Cursur  o  Werld)  survives  in 
many  MSS.,  for  it  was  a  very  popular  work  in  various  parts 
of  the  country— 

'  The  best  book  of  all,' 

according  to  a  rubric  in  one  of  the  MSS. — but  its  origin 
was  in  Northumbria,  and  its  conception  of  treating  the 
sacred  history  of  the  world  in  its  entire  course  was  congenial 
to  the  soil  from  which  it  sprang.  Although  undertaken  with 
the  definite  purpose  of  rendering  honour  bi  the  Vii^in  Mary, 
with  a  glorification  of  whose  miraculous  conception  it  ends, 
its  plan  is  as  comprehensive  as  that  of  the  Collective 
Mysteries  which  followed  in  its  wake,  and  like  them  it  is 
built  up  not  fix>m  the  Scriptural  narrative  alone,  but  also 
from  the  Apocryphal  Gospels  and  a  number  of  legends  of 
later  growth.  Its  treatment  of  its  subjects  distinctly  points 
in  the  direction  of  the  drama,  being  fiill  of  terse  and  lively 
dialogue  *. 

'  yot*  Playi,  tfc,  edited  with  Introduction  and  Glossary  by  Lucy  Toulmin 
Smilb,  1685— a  contribution  of  the  highest  value  to  the  study  of  the  English 
religious  drama. 

*  See  e.  g.  the  legend  of  Setb  and  Adam  (which  is  reprinted  in  Morris' 
well-known  SptcimtHS  0/  Early  Ettglah,  and  which  seems  to  have  been 
reproduced  in  one  of  the  Beverley  plays  (non.«itBnt),  which  were  doubtless 
connected  with  the  York  cycle.  As  to  the  relations  between  llie  Cursor 
JftiH^i'and  t>  Hysterics  see  ten  Brinck,  i.  36a. 
VOL.  I.  F 
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To  the  Cursor  Mundi  the  York  Plays,  as  observed,  are 
more  closely  parallel  than  any  other  of  the  extant  collections ; 
and  the  York  cycle  is  comparatively  free  from  the  tendency 
to  jocularity  and  vulgarity  which  becomes  already  very  per- 
ceptible in  the  TovmeUy  Plays,  beyond  all  reasonable  doubt 
the  next  oldest  of  our  cycles.  In  any  case  it  is  certain  that 
either  the  Towneley  Plays  were  indebted  to  the  York  for  the 
■  substance  of  five  of  each  series,  or  vice  versd ;  and  since, 
though  both  series  are  written  in  the  Northumbrian  dialect, 
the  Towneley  collection  appears  in  part  at  least  to  have  been 
put  together  from  other  sources,  whereas  the  York  plays  as 
a  whole  exhibit  a  nearer  approach  to  unity  of  manner,  there 
can  be  little  hesitation  as  to  crediting  them  with  the  higher 
antiquity. 

York,  says  Miss  Toulmin  Smith,  'was  from  the  four- 
teenth to  the  sixteenth  century  a  play-loving  city,' — and 
indeed  it  has  enjoyed  the  same  reputation  in  times  nearer  to 
our  own.  To  the  Paternoster  and  Creed  plays,  which  were 
performed  at  the  cost  of  gilds  established  in  the  city  for  the 
purpose,  some  reference  will  be  made  below ;  moreover, 
York,  like  other  towns,  had  at  Midsummer  a  play  of 
St.  George,  with  a  procession  appertaining  to  it.  But  its 
chief  dramatic  glory  is  to  be  found  in  the  Corpus  Christi 
plays,  performed  by  the  crafts  under  conditions  carefully 
supervised  by  Mayor  and  Corporation,  and  after  about  half 
a  century  of  popularity  famous  enough  to  be  honoured  (in 
1394)  by  the  presence  of  King  Richard  11.  The  distribution 
of  the  plays  among  the  several  crafts  must  have  varied 
according  to  the  fluctuations  of  trade;  hence  the  state- 
ments on  this  head  of  the  extant  MS.  of  the  plays,  which 
seems  to  belong  to  the  period  from  1430  to  1440,  do  not 
altogether  tally  with  a  list  of  plays  performed  and  crafts 
performing  drawn  up  by  a  town-clerk  of  York  in  the  year 
1 41 5. 

The  author  of  the  plays,  the  bulk  of  which  may,  as 
already  observed,  be  fairly  concluded  to  have  been  the  work 
of  a  single  hand,  was  in  all  probability  a  monk  of  Northern 
training,  if  not  of  Northern  birth.  He  may  be  supposed  to 
have  been  familiar  with  the  religious  poetry  of  his  own  part 
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of  England,  and  likewise,  as  the  varieQ'  and  grace  of  his 
metrification  seems  to  show,  with  French  verse  or  native 
verse  of  a  Southern  origin.  He  had,  however,  a  genuine 
Northern  love  of  alliteration,  which  he  uses  copiously,  and 
even  in  combination  with  a  tolerably  complicated  stanza- 
form  '.  His  sources  were  in  the  first  instance  the  Old  and 
the  New  Testament,  but  the  former  in  a  very  much  smaller 
proportion  than  the  latter.  Of  the  very  first  of  the  Old 
Testament  plays,  T/ie  Creation,  and  ike  Fall  of  Lucifer, 
the  portion  indicated  in  the  latter  half  of  the  title  is  taken 
from  legend,  not  from  Scripture ' ;  while  in  the  New  Testa- 
ment plays,  which  are  linked  to  their  predecessors  by 
a  series  of  prophecies  recited  by  a  Prolc^ue  as  introductory 
to  the  playof  the^nffwncui/tiMiUse  is  made  of  the  Apccry- 
pkai  Gospels  of  Janus  and  of  Nicodemus,  and  of  l^endary 
sources  which  still  await  complete  identification'.  What  the 
author  adds  of  his  own  consists  in  the  main  of  homely  figures, 
names  and  illustrations,  tc^ther  with  a  tendency,  creditable 
to  his  dramatic  instinct,  to  draw  out  to  some  length  scenes 
and  episodes  such  as  naturally  lend  themselves  to  effective 
treatment  Yet  he  rarely  becomes  tedious,  and  is  as  a  rule 
free  from  inclination  towards  the  rough  fun  which  becomes  so 
prominent  in  some  of  the  later  cycles  *. 

The  story  of  the  Creation  with  which  the  series  of  the 
York  Pl^s  opens,  is  divided  into  two  plays — of  which  the 
first  brings  the  audience  face  to  face  with  the  majesty  of 
the  Creator,  and  exhibits  the  angels  singing  their  '  Holy, 
Holy,  Holy  t' before  His  throne.    But  among  them  appear  the 

'  See  the  ornate  stanzas  sung  by  eight  burgesses  in  welcome  of  the  Lord 
on  His  Entry  inlo  Jtruaalem  on  Bit  jias;  pp.  ai6-8. 

*  Whether  the  legend  belongs  in  its  origin  to  the  fourth  or  to  the  fifth 
century  must  here  be  left  on  open  question. 

■  Such  is  the  case,  as  Hiss  Toulmin  Smith  points  out,  with  the  incident, 
alike  poeticaUy  beautiful  and  dramatically  effective,  of  the  brilliant  light 
shining  round  Jesus  which  amazes  the  soldiers  seeking  Him  in  the  garden  of 
Gethsemane  (  T/u  Agony  anJ  Mr  Bittayal,  p.  951),  which  by  the  way  has  iU 
counterpart  in  the  light  perceived  by  Joseph  in  the  stable  at  Bethlehem  at 
the  moment  of  the  Saviour's  birth  (p.  ir^];  and  ^in  with  the  blossoming 
of  Joseph's  rod  in  the  Temple,  whereby  as  by  a  sign  he  was  led  to  take 
Mary  to  wife  (Jastph'i  TnmbU  about  Maiy,  p.  103).  It  would  not  be  difficult 
to  supply  analogies  to  the  notion  of  the  light  from  Secular  poetry  and  legend. 

'  See,  for  instance,  Tki  AngiU  and  Hit  Shtphtrda, 
F   3 
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' angeli defictentes*  whose  spokesman,  Lucifer,  after  exulting 
in  his  pride ',  falls  down  into  hell,  whence  he  speedily  sends 
forth  bis  complaints,  b^inning  with  the  ^miliar  'Owte 
owtel  harrowel'  The  story  of  Adam  and  Eve,  and  of 
their  Fall,  occupies  the  next  four  plajrs,  of  which  the  last, 
with  Adam's  fluent  and  not  unmusical  lamentation  over  his 
doom  *,  may  be  specially  noticed.  Neither  the  Sacrificium 
Caytttf  and  AMI  nor  Noak  and  kis  Wife  has  the  force  or 
the  raciness  which  respectively  characterise  later  versions  of 
these  themes ;  but  in  the  former  there  unluckily  occurs  a  gap 
at  the  height  of  the  action  '.  Noah's  wife  already  presents 
herself  as  the  popular  type  of  the  burden  which,  when  on  the 
eve  of  action,  a  man  is  apt  to  find  in  a  wife  with  a  will  of 
her  own  * ;  but  what  is  farcical  in  the  situation — her  deter- 
mination not  to  be  saved,  because  she  had  no  due  notice, 
and  her  refusal  to  let  Noah  '  go  qwitte '  by  an  appeal  to 
God's  declaration  of  His  will — is  not  overdone,  and  the 
'  incident '  itself  is  not  unduly  protracted.  The  latter  part 
of  the  play  {which,  by  the  way,  was  performed  by  the 
Mariners  and  Fishers) — the  life  in  the  ark,  as  the  waters 
wane,  and  the  skies  dear,  and  after  the  visit  of  the  dove 
the  patriarch  sees 

'here  certayaely 
The  hillis  of  hennonye",' — 
Strikes  me  as  picturesquely  conceived  ;  it  ends  with  a  cheer- 
fill  summons  to  work  such  as  a  pilgrim  father  might  have 

'         'O!  what  I  am  fetys  and  {tyte  and  figured  full  fytt,' &c. 

*  '  £w.  Be  stille,  Adam,  and  nemen  it  na  mare  ; 

It  may  not  mende.' 
'  Brenrbarret,  Cain's  servant,  who  brings  com  for  the  altar,  is  a  later 
addition  ;  but  his  arrival  seems  out  of  place  as  the  text  stands,  unless  Cain's 
behaviour  to  him  is  intended  to  illustrate  the  devil-me-care  mood  which 
may  follow  upon  crime. 

'Caymr.  Come  vpl  sir  knaiiel  .  .  . 
Brttab.  01  maister  Cayme,  I  haue  broken  ray  to  I 
Ggmu.  Come  vp,  syr,  for  by  my  thryst. 
Ye  shall  drynke  or  ye  gOO.' 
'  The  episode  was  an  inexhaustible  source  of  fun  to  the  Middle  Ages. 
Chaucer  alludes  in  T/u  Miliemi  Tali  to 

'The  sorwe  of  Noe  with  his  felawship. 
Or  that  he  might  get  his  wif  to  ship.' 

*  Armenia. 
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addressed  to  his  femily  on  the  shores  of  the  New  World '. 
In  the  Sacrifice  of  Abraham  and  Isaac  the  tragic  effects 
seem  subjected  to  a  certain  restraint  like  the  comic  in  the 
instances  referred  to ;  and  it  may  need  something  of  an 
effort  to  picture  to  ourselves  an  Isaac  of  thirty  years  *  and 
a  good  bit  more.'  But  the  notion  lends  force  to  the  central 
idea  of  the  play,  when  the  strong  man  is  found  urging 
his  aged  father  to  bind  him  for  the  sacrifice  '. 

Of  the  plays  concerned  with  the  New  Testament  narrative 
and  early  Christian  narrative  several,  as  already  observed, 
are  in  substance  common  to  the  York  and  to  the  Towneley 
cycles.  Although  in  these  instances  the  York  Plays  may 
have  been  the  originals,  yet  of  the  cycle  in  general  in  its 
relation  to  its  successors,  we  may  fairly  assume  that  in  its 
progress  from  edition  to  edition — or  from  performance  to 
performance — it  frequently  borrowed  enlargements  and  im- 
provements in  its  turn.  But  the  author  remains  true  to  his 
own  peculiarities  of  treatment  or  interest.  Joseph  is  a 
character  for  whom  he  exhibits  a  special  tenderness,  and 
whom  he  treats,  although  from  a  wholly  human  point  of 
view,  with  a  degree  of  respect  not  always  vouchsafed  to  this 
saint  in  the  religious  drama.  The  Shepherds'  worship  of  the 
Babe,  and  their  primitive  gifts, — 

'A  barcn  broche  by  a  belle  of  tynne 
At  youre  bosome  to  be,' 

two  cob-nuts  on  a  ribbon,  and  a  bom  spoon  that  will  harbour 
forty  pease — furnish  an  innocent  little  idyll.     In  some  of  the 

'     '  Sones,  with  youre  wiffes  ;e  salle  be  stedde. 
And  multyplye  your  aeede  salle  ye. 
Youre  bamea  sail  ilkun  othir  wedde. 
And  worshippe  god  in  gud  dcgre  ; 
Beestes  and  foules  aall  forthe  be  brcdde, 
And  so  ■  world  bc-gyonc  to  bee- 
Howe  travaylle  sail  ye  taste 

To  Wynne  you  bred  and  wyne, 
For  alle  this  worlde  is  waste ; 
These  beestes  muate  be  unbrsate. 
And  wende  we  hense  in  haste 

In  goddis  blyssing  and  mync.' 
*    '  For  ye  are  aide  and  all  vnwelde. 

And  I  am  wightc  and  wildc  of  thoghte.' 
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later  plays  the  author  shows  a  more  vigorous  vein  of  dramatic 
inventiveDess.  In  the  Woman  taken  in  Adultery,  which 
fonns  a  kind  of  proemium  to  the  Raising  of  Lazarus,  the 
clamorousness  of  the  lawyers  contrasts  effectively  with  the 
calm  of  the  Saviour ;  and  the  effect  of  His  triumphant  ride 
into  Jerusalem  is  effectively  enhanced  by  the  introduction  of 
the  Blind  Man  and  the  Lame  Man,  following  as  suppliants 
in  the  track  of  His  progress.  In  the  treatment  of  the  episode 
of  Pilate's  wife  and  her  dream  the  author  gives  more  rein 
than  usual  to  his  lancy ;  his  notion  of '  Dame  Percula'  seems 
to  have  been  that  of  a  fashionable  beauty,  without  whom 
the  grandeur  of  Pilate,  the  son  of '  Sesar '  and  of  Pila  the 
daughter  of  Atus,  would  have  lacked  completeness.  After 
drinking  t(^etber,  both  Pilate  and  Percula  go  to  sleep,  and 
(this  is  a  curious  touch)  the  Devil  whispers  into  her  ear  the 
dream  which  moves  her  to  try  to  arrest  the  doom  of  Jesus 
whereby  the  world  is  to  be  redeemed-  The  incidents  of  the 
Passion  are  represented  at  considerable  length ;  and  in  the 
actual  process  of  the  crucifixion  or  nailing  to  the  cross  there 
is  a  calculated  realism  of  which  it  is  easy  enough  to  picture 
to  oneself  the  effectiveness.  In  the  latter  part  of  the  series 
are  included  three  pl&ys,  the  Death  of  Mary,  the  Appear- 
ance of  our  Lady  to  Thomas,  and  the  Assumption  and 
Coronation  of  the  Virgin,  alike  taken  from  the  apociyphal 
l^end  known  under  the  name  of  Transitus  Marian ;  but 
the  last  play  of  all.  The  Judgment  Day,  rounds  off  the 
cycle,  as  in  the  Towneley  Plays,  by  bringing  back  the  whole 
of  the  action,  as  it  were,  into  the  hollow  of  the  hand  of 
God*. 

Of  the  Beverley  Corpus  Christi  plays,  the  notices  of  which 
cover  a  period  of  nearly  two  centuries  from  the  year  1407 
onwards,  no  texts  remain  to  us  ;  there  can,  however,  be  no 
doubt  as  to  their  intimate  connexion  with  the  York  cycle, 
Of  the  NewcastU-on-Tyne  Corpus  Christi  plays,  first  men- 

I  Thi  CoroHalioH  oftmrLady  ia  ■  fragment  added  to  tb«  US.  in  another 
hand,  conjectured  by  MUs  Tnulmin  Smith  to  be  of  the  end  of  the  fifteenth 
century.    The  Son's  apostrophe  of  the  Father  as 

'fulgent  Phccbus  and  fader  etemall' 
apprises  us  that  we  are  here  in  the  Renasceace  age.     Cf.  ten  Brinck,  ii.  300. 
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tioaed  in  1426,  on  the  other  hand,  a  single  one  has  been 
preserved  of  which  some  account  will  be  given  below. 
We  pass  at  once  to  the  second  collective  series  which  has  Towmi/y 
been  preserved  to  us — the  TonmeUy  PU^s,  or  Mysteries,  "■'"'' 
as  it  has  been  usual  to  des^nate  them  ^.  Although  the 
MS.  in  which  they  are  preserved  is  not  held  to  have  an 
earlier  date  than  the  b^inning  of  the  fifteenth  rentury,  they 
were  in  all  likelihood  of  earlier  origin.  But  the  considera- 
tions advanced  above*  render  it  very  unlikely  that  they 
were  put  together  before  the  middle  of  the  fourteenth  cen- 
tury ;  nor  can  a  passing  allusion  to  costume  ^,  which  has 
been  thought  to  warrant  dating  them  from  an  even  earlier 
age  than  the  fourteenth  century,  be  looked  upon  in  the  light 
of  serious  evidence.  The  supposition  of  Douce,  that  these 
plays  were  composed  so  late  as  the  re^  of  Henry  VI 
or  Edward  IV,  seems  to  have  been  formed  on  general 
grounds.  I  have  already  referred  to  the  probability  that 
their  sources  were  composite,  and  that  they  were  largely 
indebted  to  the  York  Plays  in  especial.  The  curious  cir- 
cumstance, that  in  the  Magnus  Herodes  King  Herod  ends 
by  saying  that  he  '  can  no  more  Franche '  {he  has  previously 
used  a  French  phrase  :  '  Yei  ditizance  doutancel  i.  t.j'ai  dit 
sans  doutance),  might  be  supposed  to  point  to  a  French  origin 
of  this  particular  play ;  it  is  more  likely,  however,  that 
Herod,  like  Octavian  in  one  of  the  Chester  Plays  {vide  infra), 
talks  French  in  order  to  indicate  his  royal  station,  in  which 
case  the  origin  of  this  particular  play  can  hardly  be  dated 
later  than  the  fourteenth  century  *. 

The  Toitmeley  Plays  take  their  name  from  the  circum- 
stance that  the  MS.  in  which  they  have  been  preserved 
formed  part  of  the  library  of  Towneley  Hall  in  Lancashire. 
According  to  what  appears  to  have  been  a  tradition  in  the 

'  Tht  Toamdty  Sfyslrrits,  printed  for  the  Surtees  Society,  1836.  The 
editor)  arc  not  named,  but  arc  underatood  to  have  been  Dr.  James  Raine 
and  Hr.  James  Gordon.  A  good  Glosury,  attributed  to  the  latter,  accam- 
puiies  the  pli^s,  which  are  preceded  by  a  brief  Introduction,  but  unfor- 
tunately unaccompanied  by  notes. 

*  Anil,  p.  66. 

'  The  'hornyd  headdress'  of  the  lady  referred  to  in  the  Judiiiiim. 

'  Seq  also  below  as  to  the  French  of  the  Huociua  in  the  Coventiy 
S^Mrmm  and  Taylor^  Pagtant. 


D.,.„cb,GoOglc 


78  ENGLISH  DRAMATIC  LITERATURE  [CH. 

Towneley  family,  the  volume  had  formerly  beloi^ed  to  the 
'  Abbey  of  Wildklrk  near  Wakefield.'  Although  no  such 
Abbey,  nor  so  far  as  is  known  any  place  of  the  name  ever 
existed  near  Wakefield,  there  is  in  that  neighbourhood 
a  place  called  Widkirk  or  Woodkirk ',  where  the  Austin 
Friars  had  a  cell,  in  dependence  on  the  great  house  of 
St.  Oswald  at  Nostel.  Fairs  were  kept  up  at  Widkirk 
from  an  early  date  to  the  time  of  the  Reformation ;  and 
as  the  local  allusions  in  the  plays  are  plentiful,  they  may  be 
presumed  to  have  been  performed  at  the  fairs  in  question. 
'  Merry '  Wakefield,  four  miles  from  Widkirk,  must  have 
been  a  town  very  conservative  of  old  customs  * ;  and  that 
these  plays  were  acted  by  the  Wakefield  gilds  is  clear 
from  the  words  'Wakefelde  Barkers,'  'Glover  Pageant,' 
'  Fysher  Pageant,'  inserted  at  the  commencement  of  three 
among  their  number.  The  last  two  of  the  plays,  which 
out  of  the  chronological  order  of  the  scries  form  part  of 
the  MS.  in  which  it  is  preserved*,  seem  later  in  origin 
than  the  rest ;  and  in  the  Johannes  Baptista  a  passage  in 
honour  of  the  Seven  Sacraments  is  crossed  through  and 
marked,  doubtless  by  a  hand  beloi^ing  to  the  times  of  the 
Reformation,  as  '  correctyd  and  not  played.' 

In  general,  there  is  no  reason  to  doubt  that  the  com- 
position or  compilation  of  the  Towneley  Plays  is  due  to  the 
friars  of  Widkirk  or  Nostel.  The  ecclesiastical  learning 
shown  is,  however,  by  no  means  ostentatiously  introduced  ; 
the  plays  have  an  essentially  popular  character,  and  were 
unmistakeably  written  for  the  delectation  of  the  multitude. 
Hence  they  are  written  in  the  dialect  of  the  district  where 
they  were  acted,  and  contain  so  endless  a  number  of  dialect 
words  and  forms — many  of  them  undoubtedly  of  Scandi- 
navian origin^so  that,  like  the  York  Plays,  they  are  by 
no  means  easy  reading.  This  is  matter  for  regret ;  for  it 
seems  to  me  that,  while  less  self-restrained  than  the  York 

>  'Widkirk'  is  the  older  and  more  correct  spelling.  Sec  Prof.  Skeafs 
letter  to  the  AiMtmuum,  December  a,  1893.  ) 

*  Cf.,  u  to  one  of  these,  Greene's  Gmrgi-a-Gram,  tkt  Pimttr  of  lftai*fitld 

C">».  ( 

'  Ltuama  and  Sutjmiiio  JuJai.  The  fonner  is  largely,  aad  tUe  latter 
altogether,  in  monologue.  1 
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series,  they  are  far  superior  to  the  Coventry,  and  even 
more  enjoyable  than  the  Chester,  plays.  Their  dramatic 
vivacity,  and  in  many  parts  iheir  ordinal  humour,  are  to 
my  mind  very  striking. 

They  are  thirty-two  in  number,  banning  with  the  Creatio 
and  ending  (apart  from  the  two  later  additions)  with  the 
JudiiiuM,  i.  e.  Doomsday.  Of  the  play  of  the  Shepherds, 
which  by  reason  of  its  homely  characters  and  action  and 
local  allusions  could  not  fail  to  be  a  fevourite,  there  are  two 
independent  versions.  But  the  object  of  the  writers  of  these 
plays  was  manifestly  to  amuse  and  interest  as  well  as  to  edify ; 
and  the  literary  composition,  though  of  course  rude,  is  at 
times  anything  but  contemptible.  How  effectively  clear  and 
concise  e.g,  is  the  narrative  of  St.  Joseph  in  the  Annuneiacut  j 
how  conversationally  easy,  yet  dignified,  is  the  beginning  of 
the  dialogue  between  the  Blessed  Virgin  and  St.  Elisabeth 
in  the  Salutacio  Elisabeth ;  and  how  adequate  in  diction  are 
the  opening  reflexions  on  the  uncertainty  of  human  life  in 
the  Prima  Pastorum :  '  Lord,  what  thay  ar  weylle  that  hens 
ar  past,'  &c. !  At  the  same  time,  a  striking  feature  in  these 
plays  is  undoubtedly  the  familiar  and  frequently  comic 
treatment  of  sacred  story  with  which  ttiey  abound.  Thus 
in  the  Mactacio  Abel  much  farcical  entertainment  is  fur- 
nished by  Cain's  boy  or  garcio,  whom  we  have  already  met 
with  in  the  York  Pltrys,  and  whom  here  his  master,  in 
order  to  shut  his  mouth,  after  addressing  him  by  the  name 
of  Pike-harnes  (i.  e.  one  who  cannot  keep  his  hands  from 
picking  and  stealing  the  implements  of  labour^),  in  vain  pro- 
poses to  manumit  from  serfdom.  Cain's  dispute  with  Abel, 
his  defiance  of  God,  and  his  mock  proclamation  of  peace 
after  his  deed  of  blood,  are,  I  regret  to  say,  likewise  in  a 
vein  calculated  to  move  the  laughter  of  the  spectators. 

In  the  Processus  Noe  cum  Filiis ',  which  follows,  Noah 
b^ns  with  a  kind  of  summary  of  the  previous  history  of 
the  world,  and  is  then  bidden  by  Deus  to  build  the  ark. 
He  sets  to  work  with  great  lamentations  over  the  stiffness 

'  1  am  told,  however,  tluit  in  Scotland  ' pUu-hartits'  signifies  a  kind  of 
crow  that  picks  out  the  brains  of  sheep. 
•  Aa  to  the  signiScaacc  of  the  tenn  pnceasia  vide  anU,  p.  44. 
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of  his  'bak'  and  the  starkness  of  his  'bonys';  and  when 
the  ark  is  built  he  has  the  greatest  possible  difficulty  in 
inducing  his  wife  to  enter.  In  their  quarrel,  both  Noah  and 
his  wife  appeal  to  the  sympathy  of  husbands  or  wives  in  the 
audience,  and  finally  she  is  only  brought  to  reason  by  being 
'bet  bio.'  The  AiroAam  represents  with  effective  vivacity,  and 
some  genuine  feeling,  the  sacrifice  of  Isaac,  who  here  clings 
desperately  to  life.  The  two  plays  which  follow  under  the 
respective  titles  of  Isaae  and  yacod  have  been  thought  to 
admit  of  being  separated  from  the  rest  of  the  cycle  as  an 
independent  Northumbrian  play  ^acoi  and  Esau  of  earlier 
or^n  \  It  is  not  till  the  Processus  Prophetarum  that  action 
is  exchanged  for  recitation ;  Moses  recites  the  command- 
ments (ending  with — 

'  My  name  is  callyd  Moyscs, 
And  have  now  alle  good  day ') ; 

he  is  followed  by  David,  and  Sibilla  propheta.  The 
figure  of  the  Sibyl  is  familiar  to  the  mysteries^;  but 
here,  after  two  Latin  hexameters  (not  from  Vergil),  she 
merely  recites  a  general  Messianic  prophecy.  The  Pharao, 
again,  is  full  of  action ;  the  Egyptian  king  swearing  by 
'  Mahowne,'  like  Caesar  Augustus  in  the  next  pageant, 
\rfiere  he  is  found  instituting  the  universal  payment  of  a 
poll-tax  in  order  to  discover  the  Child,  Whose  approach- 
ing birth  and  royal  destiny  have  been  announced  to  him. 
With  the  Annunciacio  commences  the  series  of  New  Testa- 
ment plays.  Of  these,  the  two  Shepherd^  Plays  are  in 
the  main  comic  pieces,  especially  the  former  of  the  pair, 
where  the  supper  and  drinking-bout  of  the  shepherds  are 
represented  at  great  length.  In  the  latter,  a  '  play  within 
the    play ' — a  '  merry  tale '  of  the  sheep-stealer  Mak — is 

'  See  ten  Brinck,  ii.  353-4,  ■"■^  AppmtUx,  p.  636. 

'  The  Christian  Apologists  took  over  from  their  pagui  contemporaries 
the  habit  of  appealing  to  the  so-called  *  oracles  of  the  Sibyl ' ;  and  the  Mi^a 
pro  Fidtlibus  DtJuncUs  cited  her  testimony  with  that  of  David,  whence  the 
well-kDown  line  in  the  Din  Irtu: 

'  Talt  David  cum  SS>yUd.' 
See  EdiiAurgk  Rtvim,  July,  1877.    A  repr«$enulion  of  her  may  be  seen  at 
this  day  on  the  walls  of  the  Seilli  du  Conaiaioin  in  th«  Papal  Palace  at 
Avignon,  alongside  of  the  other  ■  Prophets.' 
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introduced-  Historians  will  find  in  these  pass^es  interesting 
illustrations  of  the  contemporary  manners  and  customs,  the 
food,  and  the  language  of  the  labourite  classes,  which  lie 
beyond  my  subject ;  and  will  condone  the  odd  anachronism 
of  the  invocation  addressed  by  one  of  the  shepherds,  as  he 
&Ils  asleep  before  the  appearance  of  the  Angel,  to 

'Jesus  o*  Naiorus, 
Cnicyefixus, 
Marcus,  Andreas,' 

The  low  humour — and  it  is  very  low — of  these  two  plays 
doubtless  constituted  their  special  attraction  for  their  au- 
dience ' ;  the  charming  naiveU  of  the  shepherds'  worship  of 
the  Divine  Babe,  to  whom  they  offer  simple  gifts — a  ball, 
a  bird,  a  'bob  of  cherrys' — and  whom  they  address  in 
touchingly  tender  terms  of  endearment,  may  have  been 
su^ested  by  the  corresponding  York  play.  The  remaining 
Towneley  plays,  in  particular  those  concerned  with  the 
incidents  of  the  Passion,  are  of  course  serious  in  tone  ;  but 
a  strong  desire  is  manifest  throughout  to  diversi^^  the  action 
by  the  introduction  of  minor  characters — see  e.  g.  the 
Tortores  in  the  Colipkizatio  (i.  e.  Buffeting),  in  the  Crudfixio, 
and  in  the  curious  Processus  TaUntorum,  which  treats  of 
Pilate's  decision  as  to  the  garments  of  the  Saviour.  This 
play  is  opened  by  Pilate  with  a  macaronic  speech,  half  in 
Latin  rimes,  and  closes  with  a  moral  reflexion  on  the  part 
of  one  of  the  /"iw-Av^j  on  the  vanity  of  dysyng,' and  with  their 
dismissal  by  Pilate  with  'Mahowne's'  blessing.  The  next 
play  is  the  Extraciio  Animarum  ab  Inferno,  or  the  savii^  of 
the  souls  of  the  just  (Adam  and  Eve,  Isaias,  John  the  Bap- 
tist, &c.)  from  limbo, — the  familiar  topic  of  so  much 
mediaeval  poetiy  '.  '  Belzabub '  and  '  Rybald '  appear  in  this 
play  as  the  counsellors  of  '  Sir  Sathanas ' ;  on  the  whole, 
however,  the  Devil  appears  unfrequently  in  the  TirwneUy 

'   The    following^  '  &dvke   to   people   about    to    many '  occurs   in   the 
Stcunda  Paalomm : — 

'  Bot  yong  men  of  wowyng,  for  God  that  you  boght, 
Be  welle  war  of  wedjng,  and  thynk  in  youre  thought 
"  Had  I  wyst "  !b  a  thing  it  servys  of  noght.' 
*  See  below  as  to  TAt  Harromng  o/HtU. 
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Plays.  The  Resurrectio,  the  Peregrini  (the  journey  to 
Emmaus),  the  Tkomas  Indiae  (the  unbelief  of  Thomas), 
the  Ascencio  Domini,  and  the  yuditium ',  close  the  series 
proper  of  this  Collective  Mystery. 

Of  the  Chester  Plays  *,  preserved  to  us  in  four  MSS. 
varying  in  date  between  the  years  1597  and  1607,  it  seems 
unsaie  to  carry  tiie  origin  further  back  than  the  earlier  part 
of  the  fifteenth  or  the  end  of  the  fourteenth  century,  though 
tradition  has  assigned  to  them  a  much  earlier  date,  attribut- 
ing their  composition  to  the  period  of  the  mayoralty  of 
John  Ameway  (1168-1376),  and  to  the  authorship  of 'one 
done  Randle'  (Randall  Higgenett),  a  monk  of  Chester 
Abbey.  To  what  extent  some  of  them  were  indebted  to 
French  originals  remains  doubtful ;  not  only,  however, 
have  several  remarkable  coincidences  been  pointed  out 
by  both  Collier  and  Wright  between  the  Chester  Plays . 
and  French  Mysteries,  in  particular  the  Mystkre  du  Vitil 
Testament  ^ ;  but  a  more  systematic  enquiry  seems  to  make 

■  la  the  Juditaim  the  most  loquacious  of  the  devils,  Tuhtnllus,  says  that 
he  is  now  '  master  Lollar.'  Callier,  ii,  146,  points  out  that  this  establishes 
'  that  the  writer  was  sa  enemy  of  WickllB'e's  heresy,  and  probably  at)  eccle- 
siastic,'  but  the  date  of  the  composition  of  this  play  is  not  detenu  inable  by 
the  passagpe. 

■  T/u  ChtsUr  Flaja,  edited  by  Thomas  Wright  (3  vols.  SMaiap.  Soc. 
1643  and  1847).  The  first  thirteen  of  the  plays  were  re-edited  from  the  1607 
text,  which  both  be  and  Mr.  Pollard  consider  the  best,  by  the  Ute  Dr.  H. 
Deimling  for  the  Eariy  En^ish  Ttxt  Sodtly,  [Ejcira  Stria,  LXII,  1693). 

'  Sec  Dr.  H.  Ungemacb's  exhaustive  research,  Hit  QutHtn  dtr /Hit/' trstm 
ChtsttT  Plays  (Eriangen  uod  Leipzig,  1890). — The  curious  circumstance 
thai  the  Emperor  Octavian  (in  the  play  of  Tht  SolutatioH  and  Nalimty) 
mokes  a  French  speech,  is  regarded  by  Mr.  Wright  as  '  only  a  picture  of  the 
age  when  French  was  tbe  language  of  courtiers  in  the  English  Couit.' 
(Pilate,  too,  introduces  himself  vrith  a  few  lines  of  French  both  in  Tht 
Passion  and  in  Tht  RaurmiioH,')  Now,  French  had  ceased  to  be  the 
language  of  the  English  Court  by  the  reign  of  Richard  II,  to  whom 
Gower  dedicated  the  first  edition  of  bis  English  poem,  and  to  whose  queen 
Chaucer  contingently  offered  his  LtgrnJe  of  Good  IVomtn.  Under  tbe  Lan- 
casters  (Chaucer  certainly  wrote  for  John  of  Gaunt,  although  the  Asstmblu 
ofFouUa  may  not  have  referred  to  bis  wedding)  French  bad  beyond  a  doubt 
vanished  from  the  English  Court ;  and  Shakapere  was  quite  justified  in 
assuming  the  victorious  Henry  V  to  have  been  the  reverse  of  well-seen  in  it. 
The  transition  period,  marked  by  the  works  of  Gower,  was  the  reign  of 
Edward  III,  in  which  therefore  this  particular  play  might  hence  be  con- 
cluded to  have  been,  at  the  latest,  composed.— In  the  dramatic  literature 
of  India,  Sanscrit  is  the  langiuge  of  gods  and  holy  personages  j  Pricril  of 
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it  probable  that  the  author  or  authors  of  the  Chester  Plays 
on  Old  Testament  subjects  were  likewise  acquainted  with 
earlier,  non-collective  French  mysteries.  In  the  main  the 
plays  follow  the  narrative  of  Scripture ;  but  there  are 
passages  and  episodes  taken  from  legend,  and  at  least  one 
from  an  apocryphal  Gospel.  In  this  series  also .  many 
resemblances  have  been  found  to  the  Cursor  Mundi^. 

These  plays  were  acted  at  Whitsuntide,  and,  consisting  of 
twenty-five,  occupied  three  days  in  the  performance.  It 
was  preceded  by  banes  (i.  e.  bans  or  proclamations),  forming 
a  species  of  prologue.  In  the  banes  preserved  to  us  from 
the  year  i6co,  an  apology  is  made  for  the  rudeness  of  the 
plays,  as  dating  from  '  the  tyme  of  ignorance,  wherein  we 
did  straye ' ;  and  the  subjects  of  the  several  plays,  with  the 
names  of  the  gilds  or  companies  of  tradesmen  and  handi- 
craftsmen to  whom  they  were  severally  allotted,  are  enu- 
merated. Among  these  the  Drapers  as  a  '  wealthy  Com- 
panye'  are  bidden,  'according  to  their  wealth,'  to  'set  out 
wealthilye'  the  Creation  of  the  World,  while  'the  good 
symple '  '  water-leaders  and  drawers  of  Deey  '  are  charged 
with  the  performance  of  the  story  of  Noy.' 

The  Chester  Plays  are  unequal  in  merit,  but  in  very  few 
instances  is  there  to  be  traced  in  them  any  attempt  to  sup- 
plement by  pathos  or  humour  in  the  language  the  force  of 
the  situations  represented.  They  are  altogether  less  popular 
in  character  than  those  of  the  two  cycles  previously  described, 
and  in  several  of  the  plays  an  'Expositor'  or  'Doctor' 
deliberately  'moralises'  the  action.  The  Fall  of  Lucifer, 
which  commences  the  series,  although  very  simple  and 
stra^htforward  in  its  exposition — no  mistake  is  allowed  to 
remain  as  to  the  fact  that  pride  and  pride  alone  is  the  cause 
of  Lucifer's  fall — is  by  no  means  ineffective,  and  connects 
itself  in  a  natural  way  with  its  successor.  The  Creation  and 
Fall,  and  Death  of  Abel  consists  of  two  plays  in  one  ;  first, 
the  Creation  is  very  dryly  narrated  by  the  Creator  j  where- 

womeo  and  genii ;  but  this  <li>ttnctioii  b  more  anBlogous  to  tlut  bmiliar  to 
the  modeni  drama,  wbere  devated  penoni  bo  often  use  blank  verse,  while 
their  iaferiora  talk  in  prose, 
>  Cf.  antt,  p.  65. 
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upon  Lucifer  appears  and  assumes  the  form  of  the  serpent 
or  'edder'  in  order  to  tempt  Eve.  He  chooses  a  method 
of  temptation  to  which  he  thinks  she  must  succumb,  for,  as 
he  states  with  singular  prescience — 

'  —  wemcn  the  be  full  licoris. 
That  will  she  not  forsake.' 

After  the  fall,  the  action  is  rapidly  carried  on  over  thirty 
years  ;  and  the  sacrifice  of  the  brothers  Cain  and  Abel  and 
the  murder  of  Abel  are  represented.  Cain,  after  being 
reproved  by  Deus,  wanders  forth,  taking  leave  of  his  '  mame 
and  dadd.'  The  lament  of  Eve  pathetically  closes  the  play- 
In  Noah's  Flood  there  is  more  originality  of  execution. 
God  orders  Noah  to  build  the  ark  ;  and  '  Sem,' '  Cam,'  and 
'Jaffette,'  with  their  wives,  set  to  work  in  tradesmanlike 
feshion  with  axe,  'hacchatt,'  and  'hamer,'  till  the  ark  is 
built,  and  caulked  and  '  pyched '  to  boot.  Then  ensues,  as  in 
the  corresponding  Towneley  play,  the  difficulty  of  inducing 
Noah's  wife  to  enter  the  ark.  Though  adjured  in  the  name 
of  '  Sante  John,'  and  subsequently  admonished  in  less  civil 
fashion,  she  long  bides  outside,  even  after  the  ark  has  been 
filled  with  birds  and  beasts  (they  are,  according  to  the  st^[e- 
direction,  to  be  '  painted  on  the  horde,'  and  are  enumerated 
at  length  in  the  text '),  among  her  '  gossippes,'  who  reck- 
lessly drink  a  '  pottill  full  of  Malmsine  good  and  stronge,' 
and  sing  a  song  before  they  take  their  departure.  At  last, 
however,  her  sons  induce  her  to  enter ;  and  the  saving  of 
Noah  and  his  household  is  accomplished. 

Tke  Histories  of  Lot  and  Abraham  is  a  far  more  didactic 
pie<»  ;  and  the '  Expositor '  (who  seems  to  have  attended  on 
horseback]  explains  the  application  of  the  events  to  the  New 
Testament.  Abraham's  sacrifice  of  Isaac  is,  with  the  aid  it 
cannot  be  doubted  of  both  a  native  and  a  French  predecessor, 
carefully  elaborated,  and,  to  my  mind,  the  language  here  rises 

>  Such  enumerRtionsoraninulsseem  tohavepleased  the  UiddleAgei.  The 
'  Bestiaries '  were  favourite  vehicles  of  monU  teaching.  (See  below.)  Readers 
of  Chaucer  will  remember  his  list  of  birds  !□  tfae>4unffU»  ofFouUa.  Spenser 
imitated  this  enumerative  tendency  of  Chaucer;  see  hia  list  qf  trees  in  Bk.  i, 
of  the  Fairy  Qoffta.  Chaucer's  observatioa  of  birds  calls  to  mind  Dante  (see 
Church's  Eisay  on  DoHtt). 
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to  pathos '.  Balaam  and  his  Ass,  in  which  a  '  Doctor '  helps 
the  action  on  by  narrative,  must  have  been  a  favQurite  play ; 
the  speaker  of  the  banes  evidently  looked  forward  to  it 
with  particular  relish.  King  Balacke,  who  appears  eguitando, 
calls  on  '  mightie  Marse '  against  Israel ;  and  then  orders  a 
soldier  to  summon  Balaam.  Permitted  to  make  the  journey, 
Balaam  sets  forth — but, '  what  the  devill  I  my  asse  will  not 
goe';  he  beats  her  (^  et  ttola  quod  hie  oportet  aliquis  trans- 
formari  in  speciem  asine'\  and  'she  speaketh.'  After 
Balaam  has  blessed  Israel  and  converted  the  long,  the 
'  Doctor '  concludes  with  more  narrativeg  supplying  a  transi- 
tion to  the  next  play,  which  opens  the  series  of  New 
Testament  subjects. 

In  the  Salutation  and  Nativity  it  is  only  necessary  to 
note  the  introduction  of  the  characters  of  the  Emperor 
Octavian  and  the  Sibyl,  and  of  her  prophecy  of  the  birth  of 
Christ.  This  play  contains  a  large  admixture  of  legends, 
including  the  two  midwives  called  in  by  Joseph  '  for  usage 
here  of  this  cittie,'  but  only  to  behold  a  Birth  without  pain^, 
that  of  Salome's  incredulity  and  punishment,  and  that  of 
the  falling  down  of  idols  at  Rome  in  the  hour  of  the 
Nativity,  which  latter  l^end  is  narrated  by  an  expositor. 
The  Play  of  the  Shepherds,  which  succeeds,  is  in  its  earlier 
and  longer  portion  purely  comic  and  extxedingly  coarse. 
The  drinking-bout  and  quarrels  of  the  shepherds  are  seasoned 
with  homely  English  allusions  ;  and  even  the  appearance  of 
the  star  and  the  song  of  the  Angels  fail  to  subdue  the  animal 
spirits  of  Trowle.  But  the  latter  portion,  the  visit  of  the 
shepherds  to  Bethlehem,  and  the  offerings  made  by  them- 
selves and  their  boys  to  the  Divine  Babe,  is  managed  with 
much  simple  effectiveness ;  and  Trowle  in  the  end  has 
recourse  to  an  ancher  (anchorite),  while  one  of  the  shepherds 
becomes  a  pilgrim  for  the  rest  of  his  days. 

'  S«e  the  instructive  parallel  ap.  Ungemacb.  x.  s.,  pp.  135  stff.  The 
relation  between  the  Chester  and  the  East-Anglian  (Browne  HS.)  play  (as 
to  which  sec  below)  of  AbrahiUH  atui  Isaac  a  not  certain,  but  the  probability 
is  in  favour  of  the  supposition  that  an  earlier  Chester  play  on  the  subject 
was  revised  with  the  aid  of  the  Eost-Angliaa  treatment  of  it.  Both  were 
clearly  indebted  to  the  Myslitt  du  V.  T, 

*  liiis  notion  is  from  the  ProlnoHgHtum  JattAi. 


D.q.tizecbvGoOgle 


So  ENGLISH  DRAMATIC  LITERATURE  [cH. 

T^  Three  Kings  connects  itself  with  the  play  oi  Balaam, 
to  whose  prophecy  reference  is  made  at  the  outset.  When  the 
star  appears,  and  the  Magi  ^"^  summoned  by  the  angel,  they 
follow  him  on  '  drombodaries.'  A  very  drastic  scene  ensues 
between  the  Kings  and  Herod,  who  in  a  speech  of  extreme 
vigour  warns  them,  and  expresses  his  perturbation  at  the 
birth  of  a  royal  babe.  A  '  Doctor '  expounds  prophecy 
to  him,  but  Herod  declares  it  felse  '  by  Mahownde  full  of 
m^hte,'  and  sends  the  Kings  on  their  way,  with  ominous 
oaths  as  to  his  future  proceedings.  The  Offering  and  Return 
of  the  Three  Kings  and  the  Slaughter  of  the  Innocents  form 
a  necessary  sequel.  The  latter  play  is  infinitely  the  coarsest 
of  the  series ;  but  a  sense  of  effective  dramatic  construc- 
tion is  shown  at  its  end,  where  the  scene  in  which  Herod  is 
carried  away  by  a  demon,  after  bewailing  the  torments  of 
his  last  hours,  is  followed  by  the  tranquil  return  from 
Egypt-  In  The  Purification  and  The  Temptation  Scrip- 
ture is  more  closely  adhered  to ;  in  the  latter,  however 
(with  which  The  Woman  taken  in  Adultery  is  rather 
ingeniously  combined  into  a  single  piece),  a  '  Doctor ' 
expounds  the  significance  of  the  events  represented  from 
'  Gregorye '  and  from  '  Austyne.'  The  solemn  prol<^ue  to 
the  Lazarus  is  spoken  by  the  Saviour  Himself,  after  which 
the  healing  of  the  blind  man  is  represented  at  great  lei^th, 
and  followed  by  the  raising  of  Lazarus,  treated  with  much 
moderation  of  tone  and  appropriateness  of  manner. 

Chrisfs  Entry  into  Jerusalem  is  full  of  life,  containii^ 
incidents  elsewhere  distributed  among  two  or  three  plays. 
The  sitting  at  meat  in  the  house  of  Simon  the  Leper 
('  messille '  he  is  here  called),  the  offering  of  Mary  Magdalene, 
and  the  discontent  of  Judas  Iscariot,  then  the  expectancy  of 
the  citizens  and  the  entry  of  the  Saviour  into  Jerusalem, 
with  the  expulsion  of  the  merchants  from  the  Temple,  and 
the  preparation  of  the  arrest  in  the  Sanhedrim,  are  all 
crowded  into  a  single  pageant.  It  will  be  noticed  that  the 
discontent  of  Judas  at  the  permitted  waste  of  the  precious 
ointment  is  put  forward  as  a  dramatically  sufficient  motive 
for  his  treason.  In  Christ  Betrayed,  the  action  prepresses 
through  the  Last  Supper  and  the  night  at  Gethsemane  to 
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the  arrest  of  the  Saviour ;  the  washing  of  the  disciples'  feet 
is  introduced,  and  the  dialogue  accompanying  it  is  at  once 
simp'e  and  touching*.  The  Passion  and  the  Crucifixion 
follow.  In  the  former,  much  vivacity  is  added  by  a  judicious 
change  of  metre,  from  that  used  by  the  '  bushoppes  '  to  that 
employed  by  the  common  Jews  who  torture  and  mock  the 
Saviour.  The  Harrowing  of  Hell  is  another  elaborate  treat- 
ment of  the  well-known  l^end,  introducing  the  curious  fancy 
that  Enoch  and  Elias  inhabited  Paradise  alone  durii^  the 
interval  between  their '  vanishing '  from  earth  and  the  descent 
of  Christ  into  hell,  and  that  on  the  coming  of  Antichrist,  as 
is  fully  shown  in  the  subsequent  play  of  that  name,  they 
suffered  death  as  martyrs,  and  rose  again  '  in  dales  three  and 
an  halfe.'  After  the  souls  ofthe  Just  have  been  saved  by  the 
Harrowing,  a  personage  appears  as  remaining  behind  in  the 
hands  of  Uie  devils — a  woman  who  describes  herself  and  her 
sins  at  length.    She  was  '  some  tyme ' 


A  gentill  goisipe  and  a  tapsteie. 
Of  wyne  and  ale  a  trustie  brewer,* 

and  in  the  exercise  of  her  profession  was  guilty  of '  marring 
good  maulte.'  She  impresses  the  warning  of  her  irrevocable 
doom  upon 

'  M  tipling  tapsien  that  aic  cunbge, 
Mysspendinge  moche  maulte,  brewinge  so  theyne. 
Selling  small  cuppes  moneye  to  wyn, 
Againste  all  truth  to  deale. 
Therfore  this  place  ordeyned  is 
For  sucb  ylle  doeres  so  moche  amisse ; 
Here  shall  the  have  ther  joye  and  blesse, 
Exsaulted  by  the  necke. 
With  my  mayster,  mighty e  Mahownde, 
For  castinge  moulte  besyddes  the  combe, 
Moche  waiter  takinge  for  to  componde, 
And  littill  of  the  secke ; 

*  Nothing  at  Obcranunergaa  (1871)  better  iUostrated  the  powerful  effect 
of  ■  fiuthfnl  aDd  simple  following  of  the  Gospel  narrative  than  the  incident 
ofthe  feet-washing.  But  tlte  giace  and  digni^  displayed  in  this  scene  by 
the  representative  of  Christ  were  beyond  praise,  and  on  the  level  of  really 

VOL.  1.  G 
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With  all  Hiashers  minglers  of  wyne  in  the  nighte, 

Brewinge  so  blendinge  againste  daye  lighte, 

Sucbe  newe  made  clanytte  is  cause  fiill  righte 

Of  sicknes  and  desease. 

This  I  b«take  you,  more  and  lesse, 

To  my  sweete  mayster,  Sir  Sathanas, 

To  dwell  with  hym  in  his  place, 

When  it  shall  you  please;' 

— SO  that  to  this  solemn  play  a  homely  lesson  is  attached, 
which  doubtless  came  home  to  the  bosoms  of  many  virtuous 
tradesmen. 

In  the  Resurrection,  Pilate  (oddly  using  the  affirmation 
'  as  I  am  a  trewe  Jewe ')  sets  the  watch  over  the  sepulchre  ; 
and  there  is  an  unusually  clever  touch  of  sarcasm  in  the 
remark  of  Secundus  Miles  that 

'Our  prince  hath  sworuc  that  we  shall  dye 
Without  anye  propheseye.' 

Indeed  this  play  is  very  effectively  written ;  and  the  speech 
of  the  risen  Saviour  is  not  without  a  genuine  poetic  afflatus'. 
But  I  must  pass  over  this  play  and  its  next  successors,  the 
Pilgrims  of  Emaus  and  the  Ascension  ',  in  order  to  point 
out  the  special  attention  which  appears  to  have  been  devoted, 
as  was  indeed  natural  in  the  case  of  a  Whitsuntide  perform- 
ance, to  that  entitled  the  Emission  of  the  Holy  Gkost.  Its 
elaborate  and  at  the  same  time  didactic  character  (the  speech 
of  Deus  should  be  especially  noted)  constitutes  it  in  a 
manner  the  central  play  of  this  collective  mystery.  The 
effect  of  the  miraculous  acquisition  of  the  gift  of  tongues  by 
the  Apostles  is  ingeniously  indicated  by  the  appearance  of 
two  alienigenae,  who  marvel  at  their  '  jongling'  the  languages 
of '  Mesopotamye,  Capodorye,  and  Jurye,"  the  yle  of  Ponthus 

'  'Eirthlye  mon  that  I  have  wroughle, 
Awalie  out  of  thy  slepe ; 
Eirthlye  man  that  I  have  bought 
or  me  thou  have  no  kepe,'  &c. 
*  In  the  AscttiHoH  nay  be  observed  a  striking  instance  of  the  translation 
of  Latin  vetsides  into  a  free  vernacular  paraphrase  ('  Quis  est  iste  venit  de 
Edom,'  &c.).    Such  pass^^  serve  from  time  to  time  to  remiad  the  reader 
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and  Asye,  Friceland  and  Pamphani,  Egipte  righte  into  BillP,' 
and  others.  The  next  play,  Ezekiel,  is  purely  didactic,  con- 
taining a  recital  by  Ezekiel  of  several  of  the  prophecies  of 
the  Old  Testament,  and  a  '  morolizing '  upon  them  by  an 
Expositor.  The  play  of  Antichrist  is  exceedingly  remark- 
able. No  play  b«ides  this  exists  on  the  subject,  except  the 
very  remarkable  Latin  drama  of  the  twelfth  century  on  the 
End  of  the  Roman  Empire  and  the  Advent  of  Antichrist, 
exhibited  during  the  reign  of  the  Emperor  Frederick 
Barbarossa  (115X— 1190),  and  pervaded  very  strikingly  by 
the  spirit  of  Teutonic  self-consciousness  ^.  The  two  plays 
are  based  on  the  same  legend,  but  the  German  possesses  a 
distinctly  political  significance,  and  its  conclusion  is  abrupt 
and  in  some  measure  mysterious.  The  English  cannot  be 
said  to  attempt  any  application  whatever  of  the  l^end  of 
Antichrist,  whose  triumph  and  slaying  of  Enoch  and  Elias 
are  followed  by  his  own  overthrow  by  the  sword  of  the 
Archangel  Michael.  He  then  reveals  his  true  character, 
appealing  for  help  to 

'  Sa.thanas  and  Lucifier, 
Belbabube,  bolde  Balacher, 
Ragnell,  Ragnell,  thou  arte  my  deaie, 
Nowe  &re  I  woimder  evill' — 

but  he  is  carried  off  to  hell ;  Enoch  and  Elias  rise  again, 
and  are  conducted  to  heaven  by  the  Archangel.  The  last 
play  of  the  series  is  of  course  Doomsday,  the  action  of  which 
is  arranged  with  tolerable  symmetry,  a  Papa,  Imperator,  Rex 
and  Regitta  salvati  being  contrasted  in  speech  with  their  coun- 
terparts, and  a  Justteiaritts  and  Mercator  into  the  bargain, 
damnati.    In  spite  of  the  free  treatment  of  the  Popes,  this 

■    One    of  the  Uter  HS5.  reads  'Pamphily'  and  '  Lybby,'  doubtless 
ri^itly.     '  Friceland  '  seems  a  canfusiaii  between  Frisia  and  Pbiy^a. 

*  It  was  printed  by  Wright  in  the  second  volume  of  his  Chtattr  Plays,  but 
was  re-edited  from  the  Tegemsee  HS.,  and  furnished  with  a  most  interesting 
commentary  by  Prof.  G.  von  Zczschwitz  (Foih  SBmischtn  Kaistrttim 
dtHladur  Natioit,  Leipzig,  1B77),  who  subsequently  published  a  Gennan 
translation  i^Das  Drama  vom  Emit  tUs  RSmisditH  Kaistrtums  hiuI  ooh  dcr 
Enditmutig  its  AHtic/irists,  1B78).  Another  Gennan  translation  had  been 
previously  published  in  the  tame  year  by  J.  Wedde.— According  to 
Zezschwitz,  the  probable  occasion  of  the  pUy  was  the  diet  of  Mainz,  at 
which,  the  Crusade  being  under  debate,  the  Emperor  declined  to  preside. 
G   2 
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play  breathes  a  distinctly  ecclesiastical  spirit ;  one  of  the 
lawyer's  sins  was  '  payering  holye  churches  possession ' ; 
one  of  the  merchant's  '  never  hying  to  holye  churche";  and 
no  trace  occurs  of  the  ideas  of  the  Reformation.  S^ni- 
ficantly  enough,  this  play,  and  together  with  it  the  entire 
collective  mystery,  terminates  with  the  appearance  of  the 
four  Evangelists,  who  bear  witness  to  the  words  of  Christ 
irfiich  have  received  their  fulfilment,  and  thus  appropriately 
conclude  a  series  of  representations  in  the  main  based  upon 
the  Sacred  Narrative  itself.  A  living  Bible  has  thus  in 
a  sense  been  unrolled  before  the  people ;  or,  if  the  expres- 
sion be  preferred,  a  sermon  has  been  preached  of  which  the 
whole  Scripture  Narrative  is  the  text'. 

Finally,  the  principal  part  of  the  MS.  containing  the 
Coventry  Plays  was  written  in  146S ;  but  the  title  which 
it  now  bears  was  only  added  by  an  authority  of  much  later 
date,  though  there  is  no  reason  to  suppose  any  error  in  it. 
This  title  terms  the  collection  Ludus  Coveniriae  s.  Ludus 
Corpus  Ckristi^ ;  and  that  Corpus  Christi  plays  were  per- 
formed at  Coventry  in  the  fifteenth  and  sixteenth  centuries 
is  beyond  all  doubt.  There  is  a  well-known  allusion  to 
them  in  one  of  Heywood's  Interludes  * ;  and  the  authentic 
information  regarding  this  exhibition  is  stated  to  cover  the 
years  from  1416  to  1591*.  Of  the  plays  as  they  have 
reached  us,  one  (the  Assumption  of  the  Virgin)  is  said  to 
be  written  in  a  more  recent  hand  than  the  rest,  from  which 
it  certainly  differs  to  some  extent  in  manner. 

As  to  the  performance  of  these  plays,  it  is  known  that 
they  began  on  Sunday,  at  six  in  the  morning;  and  that 

'  It  wIU  not  be  forgotten  that  about  the  close  of  the  thirteenth  century — 
a  period  to  which  the  origin  of  these  mysteries  is  at  least  traditionally  carried 
back — sermons  had  ceased  to  be  ^nerally  preached  in  English  churches. 
See  Palmer,  Origitua  Liturgictu,  vol.  ii.  p.  65. 

•  LuJh$  CoBtnfriat,  A  Colhction  af  Mystrritt,  formnly  npnsoiftd  at 
Covtntty  OH  tlu  FtasI  t^Corfta  ChrisH.  Edited  by  J.  O.  HalUwell,  F.R.S. 
(SAoif^  Soc.  Publ.  i&fi). 

•  ThtFoHrPs:— 

'  For  as  good  happ«  wolde  have  it  of  chaunce, 
Thys  devyll  and  I  were  oT  olde  acqueyntaunce ; 
For  oft,  in  the  play  of  Corpus  Christ), 
He  hath  played  the  devyil  at  Coventiy.' 
'  See  the  notices  o^.  Sharp,  pp.  8-(a. 
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they  were  acted  at  other  towns  besides  Coventry '.  We  gather 
from  a  passage  in  the  twenty-ninth  of  these  plays  (they  are 
altogether  forty-two  in  number),  that  they  were  not  always 
all  acted  in  one  year*.  In  the  copy  preserved  they  are 
preceded  by  a  prolc^^,  spoken  by  vexiUatores  (banner- 
bearers),  and  composed  in  a  rather  elaborate  stanza.  It 
is  addressed  to  '  bothe  more  and  less,  gentyllys  and  yemanry 
of  godly  lyfT  lad ' ;  and  on  several  occasions  In  the  plays 
the  audience  is  addressed  as  '  sovereynes.'  This  last  seems, 
however,  a  term  of  address  frequently  employed  in  the 
English  mediaeval  drama. 

Though  it  has  been  remarked  '  that  '  during  the  whole  of 
the  period  from  1416  to  1591  there  is  not  the  slightest  indi- 
cation that  the  clergy  in  any  way  co-operated,'  I  cannot  but 
think  that  in  their  composition  the  Coventry  Plays  show 
signs,  not  perhaps  of  an  ecclesiastical  origin,  but  of  the 
distinct  influence  of  ecclesiastical  minds  *.  Inasmuch  as 
the  Grey  Friars  of  Coventry  are  known  to  have  performed 
a  cycle  of  Corpus  Christi  plays,  it  has  been  usually  sup- 
posed that  the  MS.  preserved  to  us  is  that  of  the  series  now 
in  question  ;  but  it  is  rather  of  internal  evidence  that  I  am 
speakii^.     In  the  first  place  these  plays  show  a  remarkable 


We  mtcDdyn  to  procede  the  nuUcr  that  bh  Itftt  l/u  last  ytri. 


Noai  mold  tm  ptoadi,  how  he  w«S  browth  than 
Beforn  Annas  and  Cayphas,'  &c. 
Al  Oberammergau,  it  was  formerly  usual  to  alterimtc  between  the  Old 
Testament  and  New  Testament  portions  of  the  play  now  condensed  into 
a  collective  whole.    E.  Devrient,  Daa  Paasiota-Schaiia/iifl  m  0.,p.  8. 

'  By  Collier,  ii.  74. 

'  It  does  not  follow  that  they  were  performed  by  monks  domesticated  at 
Coventry;  so  that  ten  Brinch,  ji.  S195-6,  who  inclines  to  conclude  from  the 
Prologue  and  from  the  language  of  the  plays,  which  points  to  the  North- 
East  Midlands  rather  than  to  the  neighbourhood  of  Coventty.  as  well  as 
from  the  mixed  character  of  the  series  in  general,  that  these  plays  were  per- 
formed by  strolling  actora,  may  conceivably  be  so  (ar  in  the  right.  I  notice 
that  Hr.  Pollard,  iHtrodiidioH,  p.  xxxviii,  without  undertalcing  to  dogmatise. 
expresses  his  own  belief  'that  further  investigation  will  lead  to  the  decisive 
n  of  this  cycle,  not  with  Coventry,  but  with  the  Eastern  Counties.' 
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&miliarity  with  ecclesiastical  literature.     The  promise  of  the 
prologue — 

'  Of  holy  writ  this  game  shall  bene 
And  of  no  fablys  be  no  way' — 
is  in  SO  far  kept  that  the  plays  are  uniformly  based  either  on 
the  canonical  books  of  Scripture,  or  on  apocryphal  Gospels*. 
But  the  Latin  quotations  from  Vulgate  or  Liturgy  are  very 
numerous ;  hymns  and  psalms  are  frequently  referred  to  or 
paraphrased*;  and  the  Commandments  are  likewise  para- 
phrased at  great  length  (in  Moses  and  the  Two  Tables). 
Even  the  shepherds  refer  in  a  very  learned  way  to  the 
Prophets,  while  in  the  play  devoted  to  the  latter  we  appear 
to  have  before  us  an  intentional  display  of  biblical  learning. 
The  Disputation  in  the  Temple,  again,  would  hardly  have 
been  written  by  a  layman  ;  and  the  Institution  of  the 
Eucharist  is  very  elaborately  treated.  The  emphasis  with 
which  the  character  and  history  of  the  Virgin  are  dwelt  on, 
is  very  striking  ;  all  the  incidents  of  her  life,  as  presented  by 
canonical  or  apocryphal  Scripture,  and  as  forming  the  occa- 
sions of  Church  festivals,  are  treated  at  length  ;  her  Birth, 
her  Presentation  and  Betrothal,  the  Salutation  and  Conrep- 
tion,  the  Trial  of  Joseph  and  Maty,  her  visit  with  the  two 
other  Maries  to  the  sepulchre,  finally  her  Assumption  '.  This 
may  be  regarded  as  a  characteristic  of  the  age  in  which  the 
plays  were  written  ;  but  it  may  also  be  noted  how  constant 
a  reference  there  is  in  them  to  the  episcopal  office,  and  how 
we  are  introduced  in  the  Trial  to  an  ecclesiastical  court. 
There  seems  no  irony  in  the  advice  to  those  summoned : 
'loke  ye  lyngc  wclc  in  your  purs, 
fTor  ellys  your  cawse  may  spede  the  wurs ;  '— 

■  Accordins  to  Hnlliwell,  five  on  the  Apocryphai  Gospil  of  flu  Birth  of 
Mary,  three  on  the  Protrvangtlion  of  St.  James,  one  on  the  Gasfitl  of 
Nicodemus.  The  story  of  Lamech  the  blind  archer  is  a  legendaiy  amplifica- 
tion of  Gm.  iv.  03.    cr.  Smith's  Diet,  ofltu  Bibit,  ii.  57. 

'  Mary's  devotion  to  her  'sawtere'  is  very  pleasingly  expressed: — 
'  O  holy  Psalmys  !  holy  book  I 
Swetter  to  say  than  any  onyl' 

■  Observe  in  the  Vmt  to  ElaaUUi  the  passage  :— 

'Thus  the  Chirch  addyd  Haria  and  Jhesus  her: 
Who  syth  our  ladyes  sawtere  dayly  for  a  yer  thus, 
He  hath  pardon  ten  tbouumd  and  eyte  hundred  yer.' 
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'  a  passage  which,  so  &r  as  I  can  see,  has  no  bearing,  such  as 
has  been  attributed  to  it,  upon  the  question  of  payment  for 
the  perfonnances  of  the  plays'. 

But  the  chief  reason  for  suspecting  clerical  hands  to  have 
been  concerned  in  the  composition  of  these  plays,  is  the 
difference  which  as  literary  efforts,  if  the  term  be  permis- 
sible, they  exhibit  when  compared  with  the  Chester  Plays  in 
particular.  The  Coventry  Plays,  especially  those  taken  from 
the  Old  Testament,  are  iar  more  regular  in  form,  and  con- 
siderably in  advance  as  to  versification  and  diction.  There 
is  usually  a  species  of  expository  prologue  to  each  play, 
spoken  by  its  principal  character  (Deus,  Adam,  Noah, 
Abraham,  Jesus,  Lazarus,  Daemon) ;  and  the  action  itself 
seems  to  be  managed  with  a  view  rather  to  close  adherence 
to  authority  than  to  the  production  of  immediate  drastic 
eflTect.  The  action,  at  least  in  the  Old  Testament  plays, 
is  decidedly  less  lively  than  in  the  Chester  series  (compare 
e.  g.  the  treatment  of  the  subject  of  Abraham  and  Isaac) ; 
and  if  there  is  in  general  much  less  humour  than  in  the 
Chester  or  Towneley  Plays,  there  is  also  upon  the  whole 
less  coarseness.  (Some  half-comic  touches  were  apparently 
inevitable  in  connexion  with  St  Joseph  as  a  husband  ad- 
vanced in  years;  the  Trial  of  Joseph  and  Mary  begins 
with  a  comic  introduction,  the  people  beii^  called  upon  by 
English  Christian  and  surnames;  and  Lucifer's  description 
of  fine  dress  is  in  a  vein  of  popular  satire  on  le  luxe  effrini 
practised  by  both  sexes  in  that  age.)  Yet  what  indecency 
there  is — although  it  is  but  little — strikes  me  as  not  alto- 
gether of  the  naif  kind.  The  shepherds,  as  already  stated, 
address  themselves  to  very  different  topics  from  those 
which  they  discuss  in  the  earlier  part  of  tjie  corresponding 
Towneley  and  Chester  Plays ;  and  Herod,  though  his  dis- 
coiu^  is  boastful  and  extravagant  enough, — though,  as  does 
Satan  in  Pilat^s  Wife's  Dream,  he  allitefates  freely, — and 
though  he  swears  a  good  deal  1:^  '  Mahownde','  cannot  be 

'  See  Hallinell's  note.  p.  413. 

*  The  soldien  at  the  tepulchre  u*e  the  suoe  oath.  It  is  well  known  that 
in  consequence  of  the  Crusades  the  name  of  Mahomet  had  become  ^rpical 
of  all  false  religious  worships. 
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said  to  rave,  or  to  approach  the  border-tine  of  (the  comic, 

except    perhaps  when,   in   ordering   a    banquet   after   the 

Massacre,  he  shows  an  ultra-royal  disregard  of  expense— 

'Thow  that  a  lytel  pint  cost  a.  m'  pownde.' 

Into  a  detailed  examination  of  the  Coventry  Plays  I  must 
refrain  from  entering ;  but  I  may  point  out,  as  calling  for 
commendation,  the  verse  at  the  close  of  the  Adoration  of  the 
Shepherds ;  the  forcible  speech  of  Mors  in  the  Slaughter  of 
the  Innocettts;  the  exceptional  dramatic  vigour  in  parts  ot 
the  Trial  of  Christ;  and  the  simple  effectiveness  of  the 
scene  in  which  the  Saviour  after  the  Resurrection  appears  to 
Mary  Magdalene'.  And  in  one  speech  of  the  Blessed  Virgin 
(in  the5efr-ay(^tf/CArij/)thereisa  gleam  of  trj^c  passion 
beyond  what  is  usual  in  these  early  productions — 

'A!  Jhesn!    Jhesu]  Jhesul  Jhesu! 

Why  xuld  ye  sofere  this  tribulacyon  and  advercyte  ? 
How  may  thei  fynd  in  here  hertys  yow  to  pursewe, 

That  nevyr  trespacyd  in  no  maner  degrt  ? 
For  nevyr  chyng  but  that  was  good  thowth  ye, 

Wherfore  than  xuld  ye  eofer  this  gret  peyn  } 
I  tuppoce  veryly  it  is  for  the  tresspace  of  me. 

And  I  wysi  that  myn  kert  xuld  cleue  oit  /71/eyn.' 

On  the  other  hand,  these  plays,  as  a  matter  of  course,  abound 
in  evidence  of  the  rudely  material  conceptions  of  the  age  in 

*  The  authors  here  could  not  go  wrong,  if  they  followed  the  Sacred  Text. 
There  was  pertlaps  nothing  in  Ihe  Obcrammergau  Play  njore  wonderfully 
effective  than  the  utterance  by  the  Christ  of  the  solitary  word  HARIA.  In 
the  Coventiy  Play,  however.  He  subaequently  briefly  addresses  her.  In  the 
corresponding  Towneley  Play  the  supreme  effectiveness  of  the  single  word 
is  misled  ;  it  is  seiied  in  the  Digby  MS.  play  of  Mary  MagdaUnt.  I  hardly 
venture  to  refer  to  the  mysterious  meaning  whicb  a  suggested  by  the  rap- 
turous self-devotion  of  Hary  Magdalene,  though  surely  the  suggestion  is  not 
incompatible  with  ■  reverential  reading  of  the  teit  of  Holy  Scripture  itself. 
But  the  gentle  reticence  of  the  Gospel,  which  is  followed  by  the  mysteries, 
b  more  eloquent  thaRthe  expansive  rhetoric  of  such  a  poet  as  the  author 
(said  lo  bcGervaseMarkhamJ  oi  Marit  Magdaltn's  LanttHtatioHs  for  Uu  Losst 
of  lur  Mtutir  (see  Grosart's  Miaallmia  of  Iht  FuOtr  Worthits'  Library, 
vol.  ii),  beautiful  as  [he  latter  is  in  at  least  one  passage.  These  poems  are 
written  in  the  spirit  of  Crasbaw,  from  whom  Ihcy  are  not  very  far  distant  in 
their  date  (1601).  The  confusion  of  the  Phariatus  and  AccMsalor  (in  the 
Woman  taim  in  Adul/tty)  by  the  words,  and  by  the  writing  in  the  Sand,  of 
the  Saviour  is  also  dramatically  very  effective. 
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which  they  were  produced.  Such  is  above  all  to  be  found 
in  the  repulsive  reproduction  in  action  of  an  extraordinary 
legend  in  the  Salutation,  and  in  the  Resurrection.  Com- 
pared with  such  instances  of  a  tendency  to  reduce  every 
mystery  of  the  faith  to  a  realised  actuality,  all  mere 
anachronisms  or  oddities  of  ignorance'  are  insignificant. 

It  should  in  conclusion  be  noticed,  that  though  the  char- 
acters represented  in  the  Coventry  Plays  are  in  the  main 
actual  personages,  they  already  contain  an  element  of 
abstract  figures.  Contemplacio  appears  in  several  plays  to 
introduce  the  action  as  a  kind  of  Prologus  (so  in  the  eighth, 
and  again  in  the  eleventh,  where  she  announces  the  advent 
of  the  Redemption  after  'fTowre  thowsand  sex  undryd  foure 
yere'  of  unexpiated  sin)  or  to  accompany  it  as  a  kind  of 
Chorus.  But  other  allegorical  personages  are  also  occa- 
sionally introduced  ;  the  Virtues  of  Justicia,  Misericffrdia, 
Veritas,  and  Pax,  who  (in  the  eleventh  play)  hold  conference 
with  the  Three  Persons  of  the  Trinity ;  and  in  the  eighteenth 
Mors,  who,  after  casting  down  Herod's  pride,  and  delivering 
his  dead  body,  and  those  of  the  two  soldiers  who  form  his 
executive,  into  the  hands  of  Diabolus,  moralises  for  the 
benefit  of  the  audience  on  the  suddenness  and  omnipotence 
of  his  agency.  In  the  Assumption  we  meet  with  the  figure 
of  Sapientia ;  but  this  play  may  t^e  of  a  later  date  than  the 
rest.  (The  concluding  play.  Doomsday,  in  which  there  was 
room  for  other  abstract  figures,  though  none  appear,  is  merely 
a  fragment.)  Thus  we  notice  in  these  plays,  though  they 
essentially  are  to  be  classed  among  the  mysteries,  an  element 
of  the  moralities,  to  tie  treated  of  below.  On  the  other  hand, 
there  is  here  no  evidence  of  any  intention  to  treat  the  Devil 
as  a  comic  character,  though  under  various  names — Lucifer, 
Belial,  Satan,  or  Daemon — he  lately  participates  in  the 
several  actions,  into  which  inferior  angels  of  darkness  are 
likewise  occasionally  introduced. 

Besides  these  collective  series,  we  possess  isolated  plays  Otiur 
of  the  same  type,  which  I  do  not  propose  to  examine  at  '^^ 
length.     The  oldest  of  these,  and   in  all  probability  the 

'  See  for  instance  the  strange  geography  of  the  prospect  opened  by 
SkthatiM  in  the  TtmptatioH. 
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earliest  dramatic  work  of  any  kind  in  the  English  tongue 
ThtHar.  preserved  to  us,  is  the  Harrowing  of  Hell,  a  version  of  a 
'^psof  theme  with  which  we  have  repeatedly  met  in  the  collective 
mysteries '.  For  a  dramatic  work  this  primitive  piece 
deserves  to  be  called,  although  (to  use  ten  Brinck's  expres- 
sive phrase)  it  has  not  yet  entirely  cast  off  the  epico-litui^ical 
e|^-shell,  and  although  it  seems  to  have  been  intended  for 
recitation  rather  than  for  performance.  The  introductory 
exposition  announces  to  the  listeners 

'  A  strif  win  I  tellen  ou  '— 
this  being  the  technical  name  for  one  of  those  debates  or 
wrangles,  in  which  English  as  well  as  French  literature  in 
the  thirteenth  century  took  pleasure'.  And  the  action 
itself  begins  with  the  approach  of  our  Lord  to  the  gates 
of  hell  and  His  contention  with  Satan,  instead  of  any 
scene  being  prefixed  between  those  who  are  awaiting  their 
deliverance  from  hell,  as  in  the  versions  of  the  legend 
which  were  derived  directly  from  the  Apocryphal  Gospel 
of  Nicodemus^.  This  contention,  in  which  Satan  claims  the 
fealty  of  Adam  as  having  taken  his  apple,  while  our  Lord 
retorts  that  the  apple  itself  was  His,  is  broken  off  by 
His  bursting  open  the  gates,  whose  warden  flies  in  terror, 
and  receiving  in  succession  the  salutations  of  Adam  and 
Eve,  Abraham,  David,  St.  John  the  Baptist  and  Moses, 
whom  He  is  about  to  set  free.  After  He  has  pronounced 
their  liberation,  '  Auctor'  concludes  with  a  prayer,  com- 
mencing : 

'God,  for  bis  moder  loue 
Let  0U8  neuer  thider  come ! ' 
But  though  the  action  is  simple,  it  is  complete;  and  the 

*  It  u  printed  in  bis  Appendix  by  Mr.  PoUard,  who  calls  it '  ■  p«eiii  in 
dialogue.'  The  earlier  English  editiona  by  Collier  and  Halliwell-Phillipps  arc 
privately  priotcd,  but  there  is  a  German  edition  by  Dr.  E.  Mall  (Breslau, 
i87i).^;oUier,  ii.  136,  gives  some  extracts. 

*  Cf.  anitt  p.  9^ 

'  In  the  York //orrtwu^  q/'i/<//,  e.g.  (Tori  iPtaj'S,  379  MfjO'B'id  in  the 
corresponding  Towneley  Play.  Jesus  introduces  the  adion  and  sends  a  light 
before  Him  as  a  sign  that  He  is  at  hand;  but  a  striUi^  scene  fallows  in 
which  the  patriarchs  and  prophets  in  Limbo  rejoice  at  the  lig^t,  and  the 
devils  in  their  tant  give  voice  to  their  alarm. 
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severe  d^ity  of  the  diction  (which  is  held  to  show  an  East- 
Midland  origin)  cannot  be  said  to  fall  short  of  the  striking 
solemnity  of  the  theme. 

Among  other    isolated   plays   not  already   incidentally 
noticed  may  be  mentioned   The  Story  of  the  Creation  of  ^^w"  and 
Eve,  with  the  Expelling  of  Adam  and  Eve  out  of  Paradyce —     "*' 
the  Grocers'  Play  (and  thus  presumably  part  of  a  cycle) 
at  Norwich^.     The  Shipwrights'  Play  of  Noah's  Ark  is  Nook's 
the  only  play  remaining   from   the   Corpus  Christi  cycle 
performed   at  Newcastle-on-Tyne '.     It  is  composed  In  no 
very  elevated  vein,  though  the  action  is  introduced  by  Deus, 
who  sends  forth  his  Angel  to  bid  Noah  build  the  ark. 

'  What  art  thou  for  heaven's  King 
That  wakens  Noah  off  his  sleeping  i 
Away  I  would  thou  went.' 

But  the  Angel  insists,  and  after  receiving  the  necessary 
instructions,  Noah  sets  to  work.  Diabolus  then  intervenes 
to  induce  '  his  friend,'  Noah's  wife,  to  stop  the  building 
by  persuading  her  husband  to  drink  a  potion  prepared  for 
the  purpose,  and  Noah  nearly '  loses  his  wits '  in  consequence. 
But  he  recovers,  'cowls'  (cows?)  his  wife,  builds  the  ship, 
and  leaves  Diabolus  to  utter  impotent  curses  in  the  name  of 
'  Dolphin  prince  of  dead.' 

A  play  on  a  still  more  favourite  theme  of  a  different  '**ja*«'" 
character  (of  which  not  less  than  six  versions  are  altogether 
extant  from  different  series)  is  the  East-Midland  Abraham 
and  Isaac,  discovered  by  the  late  Dr.  G.  H.  Kingsley  in 
a  MS.  book  seemingly  compiled  for  the  owners  of  the 
manor  of  Brome  (in   Suffolk),  near  Diss'.     It  treats  the 

'  Private!}'  printed  by  iw  editor,  Mr.  Robert  Fitch  (Norwich,  1836). 
Stoddard,  p.  63. 

•  Reprinted  from  Brand's  ^ufmy  o/JVRKiuf/<-o>i-7>'M  (1789),  by  Sharp, 
u.i„  aai-5.  Three  other  pUys  of  the  series  are  mentioned,  vir.  Tkt  Dtliv*r- 
oms  ^  l/u  ChildrwH  of  IsmM  out  0/  IM*  ThraUottu,  Boxdagi  and  Strniiidt  t^ 
KmgPharo;  Th*  BunaU  0/ Ckrial ;  and  Tlu  BuriaU  of  our  Ltufy  Saixi  Maty 
Iht  Virgin.  An  order  for  the  performance  of  the  last-named  play  is  dated  as 
late  as  1581. 

■  Edited  by  Hiss  L.  Toulmin  Smith  in  Att^ia  (vol.  vii.  pp.  16-337),  HaUe, 
18S4.    Hr.  Pollard,  pp.  173-6,  prints  an  extract  containing  the  d 
—As  already  stated  (anA,  p.  78,  ttoU  i),  ten  Brinck's  view  that  use 
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subject  with  much  tenderness  of  feeling ;  the  Isaac  here  is 
a  young  boy,  whose  laments  direct  themselves  largely  to  his 
apprehensions  of  his  mother's  grief,  while  his  joy  on 
discovering  the  ram,  apostrophised  by  him  : 

'  A !  scheppe,  scbeppc,  blyssyd  mot  tbon  be ! ' 
is  mingled  with  the  same  motive.  The  versification  is  mostly 
in  stanza-form.  Another,  and  not  dissimilar,  treatment  of  the 
same  subject,  the  Weavers'  Play  on  the  Sacrifice  of  Abraham, 
has  been  discovered  at  Dublin  ^  A  Ludus  Filiorum  Israel 
was  acted  at  Cambridge  by  the  gild  of  Corpus  Christi  at 
that  festival  in  1355  *.  Of  plays  on  New  Testament  subjects 
Digby  we  have  the  series  known  as  the  Digfy  Mysteries,  from  the 

■'  **■  quarto  volume  among  the  Digby  MSS.  in  the  Bodleian 
Library  which  contains  them  '.  The  date  of  part  of  the  MS. 
is  151a,  but  it  is  written  in  three  if  not  more  different  hands, 
some  of  which  seem  rather  earlier  than  that  which  inserts  the 
above  date,  nor  has  any  mutual  connexion  been  established 
between  the  several  plays  included  among  its  miscellaneous 
contents.  The  first  of  these  plays  is  usually  spoken  of  as 
I'atfris  Par/re's  Candlemas  Day,  the  copyist  having  signed  to  it  his 
Day,  &'^  name '  John  Parfre  * ;  but  its  full  title  adds  'and  flu  Kyllynge 
of  the  Children  of  Israel'  This  subject,  together  with  the 
flight  into  Egypt,  makes  up  the  earlier  part  of  the  play, 
upoh  which  follow  the  Purification  and  other  Scriptural 
incidents  in  the  Temple.  The  play  explicitly  states  that 
the  performance  of  it  corresponds  to  '  last  year's '  of  The 
Shepherds,  and  the  Three  Kings,  while  no  mention  is  made 

of  this  pUy  far  the  extant  edition  of  the  corresponding  Chester  plsy  has 
much  in  its  f&vour,  and  has  been  elabonilcd  by  Dr.  H.  Itngemach. 

'  Privately  printed  by  Collier,  1836L  See  &□  account  of  it  by  Miss  L. 
Toulmin  Smith  in  Anglia,  « j.,  331-3. 

*  Warton,  ii.  019. 

'  The  first  of  these  plays  wm  printed  in  vol  i.  of  Hawkins'  Qriffn  of 
t/u  EHgtisJi  Drama  (Oxford,  1873) ;  tbe  series  of  four  was  fir^t  edited 
by  Mr.  T.  Sharp  for  the  Abbotsford  Club  (1835),  and  has  been  more  re- 
cently  re-«diled  for  the  New  Shaltspere  Society  (i88a)  by  Dr.  Fumivall,  who 
has  included  in  it  Chrisfi  Burial  and  RtSMrrrctiOH,  as  in  his  opinion  belong- 
ing to  it,  though  found  in  another  Bodleian  US.^The  '  morality  '  printed 
in  Sharp's  quarto  without  ■  title,  but  designated  by  Collier,  Mmd,  Will  and 
UitdersloMdiHg.  and  by  Furainlt,  A  Moralily  0/  Wisdom,  Who  is  Christ,  fonns 
part  of  the  Digby  HS.,  but  will  more  appropriately  be  noticed  a  little 
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of  any  gild  or  trade  as  concerned  in  its  production.  Thus 
the  conclusion  seems  warranted,  that  it  formed  one  of  a 
cycle  of  plays  acted  in  annual  succession  in  small  towns 
or  villages— probably  in  the  Midlands,  to  which  region  the 
language  is  thought  to  point — that  could  not  afTord  them- 
selves a  more  extensive  dramatic  entertainment.  The  per- 
formance began  and  ended  with  singing  and  dancing  by 
'  minstrels '  and  '  vii^ns  ^'  The  earlier  part  of  this  play 
has  nothing  to  differentiate  it  very  specially  from  the 
Coventry  Plays,  and  we  once  ijiore  meet  here  with  Herod's 
pompous  and  inflated  speeches,  and  with  his  alliteration. 
A  larger  admixture  is  however  observable  of  the  purely 
farcical  element,  represented  by  '  Watkyn,'  who  is  anxious 
to  join  in  the  expedition  against  the  Innocents  of  Bethle- 
hem, but  is  afraid  of  their  mothers'  distaffs.  This  character 
already  displays  features  of  the  typical  poltroon  of  comedy, 
while  the  timorous  adventurer's  anxiety  to  be  dubbed  a 
kn^ht  points  to  a  Tudor  period  of  civilisation.  The 
contrast  between  the  tumult  of  the  earlier  and  the  peace- 
ful triumph  of  the  second  part  of  the  play,  however,  is  of 
its  kind  effective.  The  second  of  these  plays  (which  stands 
first  in  the  MS.  volume),  the  Conversion  of  Si.  Paul,  seems  Tiu  Con- 
to  have  been  designed  for  performance  in  a  larger  town,  'sT^Y 
as  is  shown  by  its  being  acted  at  three  stations  and  by  the 
more  ambitious  nature  of  some  of  its  stage  requirements  ^, 
The  Po^ta  who  introduces  the  action,  and  whom  a  later 
hand  in  the  MS.  names  '  Myles  Blomefylde,'  though  possibly 
this  worthy  was  only  the  author  of '  additions '  to  the  first 
part  of  the  play,  appeals  to  the  Acis  of  the  Apostles  as  his 
authority.     But  the  first  part  of  the  play  is  not  taken  from 

'  They  are  bidden  show  '  surnme  sport  and  pleaure  these  people  lo  aolns.' 
The  '  virgins '  were  doubtless  roudens  of  the  locality.  In  the  play,  Anna 
bids  tbem  worship  the  Divine  Child;  and  the  stage-direction  adds:  'her 
vir^ynes,  as  tnuiy  as  a  man  wyll,  shall  holde  tapers  in  ther  handcs  &c.' 
The  stage  arrangements  luo  must  have  been  very  simple ;  in  Sc  i  the 
knights  receive  from  Herod  their  iastruction  as  to  the  massacre  which  they 
are  to  execute  in  Sc.  3;  the  intervening  scene  is  occupied  with  the 
Fli^t  from  Bethlehem,  and  the  stage-direction  at  the  end  of  Sc  I 
instructs  the  knights  lo  '  wKlke  a-lraught  the  place  tyll  Hary  and  Joseph  tte 
conveid  in-to  Egipt.' 

*  Fumivall,  Introd.,  p.  ix. 
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a  Scriptural  source ' ;  for  Saulus  is  here  introduced  as  a 
knight-adventurer  arrayed  in  character  ^  with  other  knights 
in  his  service  and  of  underlings,  one  of  whom  carries 
on  an  unsavoury  comic  altercation  with  the  '  stabularius ' 
(ostler).  The  miraculous  Conversion  occupies  the  second 
part ;  the  third,  which  represents  St.  Paul's  escape  from  the 
toils  of  Caiaphas  and  Annas,  is  enlivened  by  an  ingenious 
later  interpolation.  The  Infernals  hold  a  council,  in  which 
Belial  and  his  messenger  Mercury  appear,  in  order  to  avert 
the  dangers  to  their  cause  apprehended  from  the  Conversion 
of  Saul.  After  the  devils  have  vanished  in  fire  and  tempest, 
'  Saulus'  appears  '  in  a  disciplis  wede '  (dress)  and  delivers  a 
sermon  on  the  Seven  Deadly  Sins.  The  action  closes  with 
St.  Paul  in  prison,  from  which  however  PoSta  in  the  Epilogue 
announces  the  saint's  approaching  deliverance.  The  play, 
which  ends  with  an  apolt^^  for  its  lack  of 'lytturall  scyens' 
(literary  aptitude),  and  which  certainly  has  no  special  merit 
to  distinguish  it,  is  thought  to  be  likewise  of  Midland  origin. 
MMyllag-  The  remaining  miracle  in  this  collection,  Mary  MagdaUne, 
is  by  far  the  most  remarkable,  as  it  is  also  by  far  the  most 
elaborate,  of  the  three.  Its  dialect  is  East  Midland  and  it 
largely  employs  alliteration,  but  it  is  of  a  different  dramatic 
type  from  that  represented  by  the  two  other  Digby  plays ; 
or  rather,  it  combines  with  matter  derived  from  the 
Scriptural  narrative,  which  fills  the  body  of  the  first  part  of 
the  play,  a  larger  number  of  scenes  though  a  smaller  amount 
of  text  taken  from  legend  ;  while  the  whole  is  pervaded  by 
an  element  of  originality,  so  far  as  arran^ment  if  not  actual 
invention  is  concerned,  and  there  is  a  free  introduction  of 
allegorical  figures  after  the  manner  of  the  moralities,  to  be 
described  below.  Thus  this  piece  is  in  substance  as  well  as 
in  name  a  miracle-play  rather  than  a  mystery;  but  the 
astounding  complexity  and  romantic  imaginativeness  of 
the  action  remove  it  into  a  literary  as  well  as  a  dramatic 
sphere  foreign  to  that  of  the  plays  previously  described. 

>  There  Menu  no  connexion  between  this  pUy  and  the  Jtux  du  Martin 
S.  Eslitmu  H  di  la  Comxrwtn  dt  S.  Pot,  printed  af.  Fournier,  Lt  T/itifn 
FroHfois  avani  la  Rtnaiaanti,  pp.  a  stqq. 

*  '  Goodly  bescQC  in  the  best  wyse  lyke  Bn  uinterotu  knyth.' 
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Unfortunately,  I  cannot  accompany  the  heroine  on  her 
joumey  through  life  and  through  more  then  two  thousand 
lines  of  text.  It  begins  in  the  home  of  her  infancy — the 
castle  of  Maudleyn  where  her  father  Cyrus  '  glystering  in 
gold '  rejoiced  in  a  son  Lazarus,  to  whom  he  bequeathed 
his  lordship  of  Jerusalem,  and  two  daughters,  Mary,  who 
respectively  inherited  the  castle  from  which  she  derived  her 
second  name,  and  Martha,  whose  share  was  Bethany;  and 
after  an  Iliad  of  sins  and  woes  and  of  redeeming  martyrdom 
it  ends  with  her  reception  into  bliss.  I  print  in  a  note 
the  full  title  or  bill  in  which  the  latest  editor  of  this  extra- 
ordinary composition  has  summarised  the  main  points  of 
the  action ;  but  to  convey  a  notion  of  its  variety,  his  list 
of  the  successive  scenes  and  the  previous  editor's  analysis 
of  the  action  at  large  would  need  to  be  added  *.  In  Part  I 
no  less  a  personage  than  '  Imperator,'  who  identifies  himself 
as  the  '  incomparable  tyberyus  sesar,'  opens  the  play ;  and 
this  opening  prepares  us  for  the  strange  commingling  as  the 
action  proceeds  of  the  familiar  Bible  episodes  with  a  fantastic 
all^ory  of  the  heroine's  downfall.  Her  castle  is  besieged  by 
the  Seven  Sins,  and  Lechery  penetrating  into  it  seduces 
her  out  of  its  protection  into  the  paths  of  sin.  In  Part  II, 
which  is  introduced  by  a  colloquy  between  the  King  and 
Queen  of  Marcylle,  shipwrecked  on  an  island  in  the  sea, 
where  the  Queen  gives  birth  to  a  child,  we  are  launched  into 
the  midst  of  romance,  through  which,  not  without  re- 
currences to  Scriptural  episodes,  the  action  steers  more  or 
less  rapidly  to  its  end.  There  is  a  certain  charm,  however, 
about  the  central  figure,  and  a  certain  harmony  diffuses 
itself  through  the  various  stages  of  her  pilgrimage'. 

■  See  Furnivall,  Introd.,  p.  S3 :  '  Part  I.  in  20  aettus.  {In  Rami,  Betfiaity, 
Htli,  Jirusalim,  and  btyond /ordatt.) — Mary's  Fathtr  Cyrua,  and  kadtalh. — 
Mtr  uducMm  hy  Ltditry,  and  a  Gal/ant. — Hir  rtfimlana,  and  wipitig  Jisusa 
jW  mlh  htr  kair. — Htr  irolJur  Laaam^a  dtaih,  and  agaat-riaiHg. — Part  II, 
Iff  ji  soMta.  (Ih  MartylU,  Htll,  Jtmaalm,  Uu  Wildtmtaa  and  Hiavtii.)— 
Chriata  apptaratta  to  Maty  of  Hia  aifmlckn. — Htr  coitvtraioH  of  Iht  King  and 
Qtum  ofManylU. — titrfmding  by  angibjnim  MtattH  in  tkt  mldmusa. — Nir 
dtaU.' — For  an  uiKlysii  of  the  action,  see  the  iHtrodudieH  to  Sbacp's 
Abbotsford  Club  edition,  pp.  vi-uiii. 

'  'Daa  Eui^yo€3iikA*  in  Maria's  Gislali  iat  dan  Didiltr  nidi  mtgangm,' 
Ten  Brinck,  iL  330. — As  to  Lewis  Wager's  Lift  and  Rtftnlanct  o/*  Mary 
MagdattH  (iS74)>  see  Collier,  ii.  167-170.     This  is  an  Elisabethan  morality 
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Chrisfs  Of  a  far  earlier  type,  so  far  as  the  limits  of  the  action  are 

Risutnc-     concerned,  is  the  Burial  and  Resurrection  of  Christ,  to 
lion.  which   reference  has  already  been   made  as  exhibiting  in 

certain  passages  the  religious  drama  in  its  organic  con- 
nexion with  the  litut^  of  the  Church '.  But  the  text  of  this 
bipartite  mystery,  as  it  has  come  down  to  us,  and  which 
is  authoritatively  pronounced*  to  be  a  West-Midland 
modernisation  of  a  Northumbrian  original,  appears  to  date 
from  the  middle  of  the  fifteenth  century,  or  somewhere 
between  the  years  1430  and  1460 '.  This  supposition  is 
borne  out  by  the  general  evidence  of  style,  of  versification, 
and  more  especially  of  skill  in  the  handling  of  the  rimes 
(largely  in  the  case  of  words  with  double-endings).  Mani- 
festly the  edition  which  we  possess  was  designed  for  readers 
in  the  first  instance.  Although  it  repeats  the  original 
direction  that  the  first  part  of  the  play  (the  Buriat)  is  '  to  be 
played  on  Good  Friday  afternoon,'  and  the  second  (the 
Resurrection)  '  upon  £aster-day  after  the  Resurrection '  (L  e. 
I  suppose  after  the  reading  of  the  Gospel  of  the  day),  the 
'  Prologue '  is  ordered  '  not  to  be  said '  when  the  play  is 
actually  performed.  And  indeed,  while  the  Prologue  itself 
appeals  to  feelings  which  lie  deeper  than  those  of  the 
ordinary  spectator  of  any  kind  of  play  *,  the  entire  treatment 
of  the  theme  is  meditative  or  lyrical  rather  than  dramatic 
In  the  laments  of  Mary  Magdalene  and  of  the  Virgin  Mary, 
long,  elaborate,  and  occasionally  touched  with  a  surprising 
delicacy  of  pathos',  will  be  found  the  most  distinctive 
features  of  this  interesting  composition. 

of  the  anti-papal  land,  which  'ends  with  ■  short  dialogue  between  Hary, 
Justification  and  Love,  the  two  last  triumphing  in  the  salyation  of  such 
>  sinner.'    It  baa  do  conniiion  with  the  Oigby  MS.  pUy. 
'  CL  anit,  p.  35,  nott  t.— See  p.  91,  not*  3. 

*  By  the  late  Dr.  Richard  Uorris.    See  FumiviU,  17a. 

*  Ten  Bnnck,  ii.  099. 

*  •  A  soule  that  list  to  liiige  of  loue 

or  Crist 

Rede  this  treyte  [treatise,  poetn],  it  may  hymm  moue, 
And  may  hym  teche  lightly  with  awe. 
Of  the  sorow  of  Mary  sumwhat  to  Imawe.' 
»  {Of  Calvary): 
'  Thy  greyn  color  is  tumyd  to  rede 
By  a  blessit  lamm's  blode  which  now  is  dede.'    {U,  a9-3a) 
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last  year  of  Queen  Mary's  reign  (1558),  though  the  gild  had 
been  previously  dissolved,  the  play  was  performed  on  Corpus 
Christ!  in  lieu  of  the  r^ular  cycle,  and  it  was  repeated  in 
157a  ;  but  it  was  soon  afterwards  suppressed  by  that  vigi- 
lant shepherd,  Archbishop  Grindal.  We  are  told  that  in 
this  play,  which  accordingly  may  have  partaken  of  the 
nature  of  a  morality,  '  all  manner  of  vices  and  sins '  (the 
vice  of  gluttony  is  specially  mentioned)  '  were  held  up  to 
scorn,  and  the  virtues  were  held  up  to  praise ' ;  and  we 
cannot  but  suppose  that  the  lessons  thus  conveyed  were 
connected  with  the  seven  supplications,  in  token  of  which 

(<y  rt*  RtJtttHer's  Boify  OH  Ikt  Cr03S)  : 

'  How  many  bludy  letter?  bcyn  writcn  in  this  buke  ; 

Small  margenle  her  ts.' 
{Tlu  MotMrr  o/Jttus  gating  m  thifaa  o/Jtsus  in  dtath)  : 
■Till  Egipte  in  mync  Annea  softly  I  did  you  lede ; 
But  your  smylinge  countenaunce  I  askit  non  other  mede^' 
■  See  Uiss  L.  Toulmin  Smith,  IntroducHon  to  York  Plays,  xxvill-xxx. 
'  Dt  Officio  Paslorali,  cap,  15,  in  the  English  Works  ofWydif,  edited  by 
F.  D.  Matthew  for  the  Early  En^ish  Text  Society,  1880,  p.  43*  "nd  see 
Hr.  Matthew's  note,  pp.  530-1. 

VOL.  I.  H 
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the  gild  maintained  in  the  Minster  'a  candle-bearer  of 
seven  lights,'  together  with  'a  table  showing  the  whole 
meaning  and  use '  of  the  Prayer  confessed  of  them. 

We  are  less  fully  informed  as  to  the  nature  of  The  Creed 
Play,  which  in  1446  was  bequeathed  to  the  Corpus  Christ! 
gild  at  York  by  a  member  of  the  gild,  a  chantry  priest 
named  William  Revetor,  ti^ether  with  the  books  and 
banners  belonging  to  the  play  *.  It  seems  to  have  been  no 
novelty  at  this  date,  but  it  was  regularly  performed  about 
Lammastide,  once  in  every  tenth  year,  between  1483  and 
1535.  It  was  finally  suppressed  about  a  generation  later. 
It  was  a  composition  of  considerable  length,  and  not  the 
mere  syllabus  of  a  processional  pageant,  although  a  series 
of  pageants,  perhaps  corresponding  to  the  several  articles  of 
the  Apostles"  Creed,  may  have  formed  an  integral  part  of  it. 

Distinct  in  character  from  the  above,  and  approaching 
more  nearly  to  the  miracle-plays  derived  from  the  legends 
of  favourite  saints*,  is  the  curious  piece  with  a  purpose 
preserved  in  a  MS,  at  Trinity  College,  Dublin,  and  known 
under  the  more  generic  than  specific  title  of  The  Play  of 
the  Sacrament^.  The  handwriting  of  the  MS.  belongs  to 
the  latter  half  of  the  fifteenth  century ;  nor  is  there  any 
evidence  of  language  to  point  decisively  to  a  much  earlier 
date.  The  Prologue  states  that  'this  little  processe'  is 
deseed  for  performance  at  Croxton ;  and  among  the 
various  places  of  that  name  the  East  Midland  dialect 
of  the  play  is  thought  to  indicate  one  of  the  Croxtons 
in  Cambridgeshire  or  Norfolk.  VexiUatores  introduce  the 
action  in  alternating  stanzas,  stating  that  the  facts  repre- 
sented occurred  at  Heraclea  in  Aragon,  and  furnishing 
an  argument  of  what  is  to  follow.  The  story  is  that  of 
the  wondrous  triumph  of  the  Holy  Wafer  over  the  wicked 

■  See  Uiss  Toulmin  Smith,  ujs.,  p.  xxx.     Cf.  ten  Brinck,  ii.  303. 

'  Cf.  anU,  pp.  9,  37.  Others  were  Christina  (honoured  by  Btaia*  Chris- 
tinatLuiU  at  Bethersden  in  Kent\  Ciispin  uid  Crispian  (whom  the  Dublia 
ahoenuUcers  celebrated  in  part  of  a  play  acted  in  iSaB),  Sec 

'  T/U  Play  of  the  Sacranutit.  A  Middlc-Engjiah  Drama,  edited  from  a  HS. 
in  the  Library  at  Trinity  College,  Dublin,  with  a  Preface  and  GioBsaty,  by 
Whitley  Stokes,  Philological  Sodtty's  Transaetums,  i8fio-t.  Appendix, 
pp.  loi-ija.     Ct,  Collier,  ii.  367-8;  ten  Brinck,  ii.  303. 
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designs  of  the  Jew  Jonatbas  and  his  vile  crew — infidels  who 
freely  appeal  to '  Almighty  Macbomet,'  and  who  shrink  from 
00  extreme  of  impiety.  By  way  of  a  crowning  insult  they 
cast  the  Host  into  an  oven,  which  thereupon  bursts  asunder, 
bleeding  from  its  crannies,  and  revealing  an  image  of  the 
wounded  Saviour,  Who  speaks  in  His  own  personality  to 
the  awe-struck  ofTenders.  In  the  end  they  are  all  christened 
'with  great  solemnity,'  and  (as  if  to  illustrate  the  comparative 
mildness  of  the  treatment  experienced  by  their  race  in  this 
country)  are  allowed  to  seek  atonement  for  their  crimes  by 
a  pilgrimage  'by  contre  and  cost.'  Apart  from  its  gentle 
ending,  this  sort  of  l^end  was  familiar  enoi^h  to  the 
thirteenth  and  fourteenth  century  (when  the  story  of  Hugh 
of  Lincoln  was  its  best-known  type  in  England),  and  doubt- 
less in  the  fifteenth  also.  A  comic  element  is  supplied  by 
the  doings  of '  CoUe  the  leech's  man,'  who  before  the  arrival 
of  his  master  '  Breadryche  of  Braban '  proclaims  him  as 
a  doctor  who 

'Seetb  as  well  aX  none  as  at  nyght. 
And  snmtjnne  by  candel-leyt 

Can  g^S  a.  Judgment  aryght,' — 

or,  in  other  words,  is  never  to  be  caught  napping.  On  the 
physician's  appearance  Colle  proceeds  to  trumpet  his  merits 
with  all  the  enei^  of  the  professed  cheap-jack.  '  Nine  men,' 
it  is  stated,  '  can  play  this  at  ease.' 

Before  referring  to  those  essentially  spectacular  entertain* 
ments  which  from  a  very  early  period,  but  in  an  increasing 
measure  as  time  progressed,  absorbed  into  themselves  a  large 
proportion  of  the  interest  attaching  to  the  miracle-plays, 
I  proceed  to  discuss  another  dramatic  growth  which, 
although  exposed  to  the  same  chances  as  these,  indisputably 
displayed  a  superior  literary  vitality  and  flexibility. 

In  tracing  the  origin  and  course  of  unconscious  growths, 
it  is  well  to  abstain  from  any  endeavour  to  draw  hard  and 
fast,  and  therefore  more  or  less  arbitrary,  lines  of  demar- 
cation. The  origin  of  the  moralities,  or  moral-plays,  has 
been  much  disputed;  and  in  their  English  developement 
they  have  been  diversely  described  as  springing  from  the 
miracle-plays,  and  again  as  wholly  unconnected  with  these. 
H  2 
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As  it  seems  to  me,  the  moralities  cannot  be  simply  de- 
scribed as  the  direct  ofispring  of  the  religious  drama;  but 
they  were  nowhere  wholly  independent  of  it,  and  in  England 
they  both  adopted  its  external  form,  and  were  anything  but 
rigorously  distinguished  from  it  in  the  popular  mind. 

A  morality  may  be  defined  as  a  play  enforcing  a  moral 
truth  or  lesson  by  means  of  the  speech  and  action  of 
characters  which  are  personified  abstractions — figures  repre- 
senting virtues  and  vices,  qualities  of  the  human  mind,  or 
abstract  conceptions  in  general  ^. 

Now,  in  the  first  instance,  it  was  impossible  that  the 
Christian  rel^ious  drama,  whether  appearing  as  an  essen- 
tially literary  growth,  or  primarily  designed  as  a  species  of 
popular  entertainment,  should  refrain  from  at  least  occa- 
sionally introducing  the  essential  elements  of  the  species 
which  I  have  just  defined.  And  this,  because  the  very  basis 
of  Christian  rel^ous  teaching — the  Bible — so  largely  era- 
ploys  this  very  raethod  of  enforcing  the  truths  and  lessons 
which  it  is  its  object  to  convey.  Both  the  Old  and  the 
New  Testament,  besides  containing  entire  books  which 
the  Church  has  at  all  times  accepted  as  allegorical  in 
design — such  as  the  Song  of  Solomon  and  the  Revelation — 
are,  as  primarily  addressing  themselves  to  Eastern  readers 
or  hearers,  full  of  figurative  passa^s  introducing  personified 
abstractions.  The  prophetical  character  of  a  great  part 
of  the  Old  Testament  depends  on  an  interpretation  pro- 
ceeding on  the  same  assumption. 

In  any  attempt  to  paraphrase  or  reproduce,  whether 
dramatically  or  otherwise,  portions  of  the  Bible,  or  of 
Church  traditions  connecting  themselves  with  its  narrative, 
it  was  therefore  inevitable  that  the  use  of  personified  ab- 
stractions should  be  introduced.  Wisdom  (in  the  Book  of 
Proverbs),  the  Bride  and  her  companions  (in  the  Song  of 
Solomon),  had  already  been  clothed  with  personality  in  the 
Sacred  Text  itself.  But  more  than  this.  It  has  at  all  times 
been  impossible  for  the  ordinary  human  mind  to   regard 

'  The  ordinary  scheme  of  a  moralitji  is  accordingly  veTy  like  that  of  the 
KBme  '  wherin  vices  fygbte  with  vertues '  described  in  Boole  II  of  Hore'a 
Utopia,     Cf.  the  descriptioa  of  the  PaUmoaUr  play  at  York,  atitt,  p.  97. 
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unpersonified  conceptions  emotionally.  Neither  Athenians 
nor  Romans  nor  Englishmen  have  at  any  time,  either  in 
oratory  or  in  poetry,  found  it  easy  to  think  or  speak  of 
Athens  or  Rome  or  England  without  clothing  them  with 
the  attributes  of  personal  beings,  or  at  least  unconsciously 
treating  them  as  such.  Thus,  too,  the  early  Christians,  so 
soon  as  the  figure  of  the  Founder  of  their  community  had 
ceased  to  be  a  personal  reminiscence  amot^  them,  be^n  to 
r^ard  that  community  itself  as  a  personal  being,  under  the 
name  of  the  Church.  On  this  anal<^^  it  was  possible  to 
people  the  world  of  ideas  with  an  endless  number  of 
personal  forms. 

On  these  germs  of  the  distinctive  characteristic  of  the 
moralities — which  in  their  dramatic  method,  as  will  be  seen, 
at  first  dilTered  in  no  essential  respect  from  the  religious 
plays — already  noticed,  there  seems  no  necessity  of  en- 
lai^ng  further.  Perhaps,  however,  it  may  be  worth  while 
in  connexion  with  this  part  of  the  subject,  to  suggest  the 
probability  that  the  custom  of  using  as  the  proper  names 
especially  of  women  the  designations  of  abstract  qualities, 
and  of  virtues  in  particular  {Sophia,  &c.),  became  much 
more  common  after  the  introduction  of  Christianity '.  We 
have  seen'  how  some  of  the  characters  in  the  plays  of 
Hrotsvitha  are  accordingly  called  by  names  corresponding 
to  the  qualities  which  the  behaviour  of  these  characters 
illustrates ;  and  the  device  was  one  which  might  easily  be 
borrowed  by  the  popular  from  the  monastic  religious  drama. 
A  peculiar  product  of  the  same  allegorical  taste  connecting 
itself  with  religious  associations,  was  the  attempt,  of  which 
germs  are  to  be  traced  in  the  earliest  patristic  literature, 
to  invest  natural  objects  and  phenomena  with  a  symbolical 
meaning ;  hence  those  besOarUsy  lurbarUs  and  lapidaries, 
of  which  a  notjdjle  example  is  preserved  in  the  English 

*  I  should  bave  been  iaclined  to  go  further,  but  Tor  snine  notcB  with 
which  my  {ricnd  Dr.  Wilkins  hai  fumiahed  me.  The  earliest  Pwlas  ia  the 
cogDomen  of  L.  Antanius  cos.  b.  c.  41.  The  earliest  Ftlidtas  seems  to  be 
the  martyr  of  aoa  a.d.,  but  there  are  two  instances  of  the  tame  name  in 
inscriptions  undated,  but  with  no  traces  of  Chnstianity  in  them.  The 
earliest  dated  Irim  and  a  J^etoria  (the  mother  of  Victorinus)  are  not 
Christian.  *  C£  anU,  p.  7. 
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thirteenth-centuiy  version  of  the  Latin  Pkysiologus.  It 
treats  its  subject  with  no  small  measure  of  poetic  fancy  and 
feeling,  while  its  machinery  possesses  a  popular  element  of 
picturesqueness  ^. 

In  England,  the  soil  was  peculiarly  favourable  for  the 
cultivation  of  moral  allegory  in  the  dramatic  as  in  other 
Hterary  forms.  It  would  lead  me  too  far  to  speculate  in 
this  place  on  the  causes  of  the  ancient  and  enduring  national 
predilection  for  this  species  of  imaginative  composition. 
But  it  seems  probable  that,  inasmuch  as  our  literature  had 
more  distinctly  than  that  of  almost  any  other  modem 
nation  a  specifically  Christian  origin,  so  it  was  the  Bible 
itself  which  implanted  in  the  English  mind  its  ineradicable 
love  for  allegory,  and  for  religious  or  moral  all^ory  in 
especial.  Already  the  Paraphrase  ascribed  to  Caedmon 
and  Cynewulf  s  Christ  have  allegorical  elements,  although 
it  may  not  always  be  easy  to  distinguish  between  these  and 
reminiscences  of  native  mythology.  Then,  while  in  ac- 
cordance with  the  general  tendencies  of  the  age,  fostered 
by  the  teaching  of  its  wholly  clerical  learning,  the  all^orical 
interpretation  of  Scripture  and  of  traditions  associated  with 
Scriptural  themes,  spread  more  and  more  among  the  people, 
another  influence  lent  its  co-operation.  This  was  the 
growth,  contemporaneous  with  the  building-up  of  the  system 
of  chivalry  on  the  social  basis  of  feudalism,  of  the  allegorical 
treatment  of  the  conception  of  Love.  At  probably  no  very 
diflerent  periods  in  the  fourteenth  century  the  Vision  con- 
cerning Piers  Plowman  and  The  Pearl  signally  illustrated 
these  co-operating  tendencies.  The  former  is  a  work  of 
genuinely  native  origin ;  but  while  its  des^,  which  is  one 
of  striking  directness,  still  moves  within  the  lines  of  the 
religious  teaching  of  the  Church,  depth  of  individual  feeling 
and  a  homely  boldness  in  applications  suggested  by  an 
observant  study  of  contemporary  life  invest  it  with  a  force 
hitherto  unknown  to  allegorical  composition.  The  Pearl  is 
an  attractive  but  rather  long  drawn-out  endeavour  to  treat 
a  theme  of  a  kind  familiar  to  French  love-allegory  in  native 

'  See  K^AfKHU  Antique*,  vol  i,  and  cf.  the  very  instructive  ItUiDduclioH 
to  Uatzner's  AUmgliadii  SprachprobtM,  i.  i  (Berlin,  1867). 
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Ibrins  of  language  and  to  some  extent  of  verse.  Not  more 
than  a  generation  afterwards  Chaucer  and  Gower  opened 
the  first  period  in  which  our  poetic  literature  appealed  to 
the  be^ht  of  contemporary  literary  culture ;  and  while  the 
ConfesHo  Amantts  of  the  latter  is  wholly  all^orical  in  its 
framework,  Chaucer  began  his  poetical  career  by  a  version 
of  the  Roman  de  la  Rose.  Although,  as  it  stands,  this  poem, 
in  accordance  with  Chaucer's  own  demure  confession,  marks 
a  revolt  against  the  moral  pretensions  of  the  orthodox  love- 
allegory,  yet  it  had  adhered,  and  gave  a  new  v(^ue,  to  the 
allegorical  literary  form.  Down  to  the  middle  of  the  sixteenth 
centuty,  in  the  words  of  an  eminent  French  critic^,  it  exercised 
over  French  poetry  the  supreme  authority  of  an  Iliad  or  a 
Divine  Comedy.  As  is  well  known,  the  machinery  of  the 
Dream  of  Scipio  su^ested  a  whole  series  of  Chaucerian 
poems,  but  even  in  these  he  vindicated  to  himself  a  certain 
freedom  of  treatment,  until,  partly  under  Italian  influence, 
partly  inspired  by  his  own  genius,  he  passed  from  the  re- 
production or  invention  of  all^orical  figures  and  situations 
to  the  creation  of  types  of  human  nature  and  life.  His  suc- 
cessors, however,  both  in  England  and  afterwards  in  Scotland, 
were  unable  to  emancipate  themselves  with  similar  complete- 
ness ;  the  conventional  machinery  recurs  even  where  lyrical 
pathos  or  satirical  humour  give  individuality  to  the  general 
treatment  or  realistic  effect  to  particular  figures  When, 
after  the  half-century's  silence  which  poetic  literature  had 
kept  in  England  amidst  the  clash  of  arms,  we  once  more 
take  up  the  tale  of  all^orical  compositions,  we  find  indeed 
the  old  spirit  gone,  but  the  old  form  toughly  surviving- 
Stephen  Hawes'  Pastime  of  Pleasure  may  be  described  as 
the  last  work  of  the  older  schools  of  allegory  in  the  pre- 
Elizabethan  age  of  literature,  though  of  course  infiuenced  by 
later  models.  The  infinitely  more  interesting  Skip  of 
Fooles,  adapted  by  Alexander  Barclay  from  the  German  of 
Sebastian  Brant,  is  already  occupied  with  human  types 
rather  than  with  personified  abstractions.  But  Skelton's 
Boa^  of  Courte,  althoi^h  modem  both  in  the  learning  of  its 
matter  and  in  the  looseness  of  its  tone,  still  employs  the  old 
>  Sle-Beuve,  TablMu  Jt  la  Poittt  Fnmfoat  at  t6»  SitcU,  p.  a. 
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abstractions ;  and  in  form  even  this  '  lytell '  product  of  the 
later  Renascence  spirit  still  mainly  follows  the  traditions  of 
the  species  to  which  it  claims  to  belong. 

These  considerations,  which  it  belongs  to  a  History  of 
English  Poetry  rather  than  to  a  History  of  English  Dramatic 
Literature  systematically  to  develope',  may  suffice  to  in- 
dicate the  fallacy  of  the  supposition  that  the  moralities,  of 
which  I  am  about  to  discuss  the  chief  examples,  were  either 
nothing  but  an  outgrowth  of  the  mysteries  and  miracles 
already  described,  or  a  mere  literary  expansion  of  the 
allegorical  figures  exhibited  in  those  '  pageants '  (in  the 
narrower  sense  of  the  term)  which  constituted  the  chief 
popular  attraction  of  the  religious  and  other  '  processions ' 
of  the  Middle  Ages.  In  their  general  method  of  treatment, 
indeed,  the  moralities  followed  closely  in  the  footsteps  of 
the  leligious  drama,  which  they  could  hardly  have  avoided 
doing,  inasmuch  as  their  stage  and  its  appliances,  and  their 
audience  and  its  tastes,  were  virtually  the  same  as  those  of 
the  mystery-plays.  But  although  these  had  occasionally 
anticipated  some  of  the  favourite  personifications  of  the 
moralities,  and  although  the  latter  as  a  matter  of  course  felt 
back  upon  some  of  the  dominating  figures  of  the  mysteries, 
a  vast  variety  of  new  opportunities  was  opened  by  a  face- 
to-face  treatment  of  moral  and  consequently  of  social  pro- 
blems, which  had  hitherto  been  only  suggested  or  implied 
by  a  reproduction  of  Scriptural  and  legendary  narrative. 
Furthermore,  the  moralities  connected  themselves  directly 
with  the  prevalent  tendencies  of  the  literature  of  the  age 
which    produced    them ;    while   the   mysteries    had    been 

'  Aa  these  sheets  were  passing  through  the  press,  I  had  the  satislaction 
of  ascertaining,  by  a  necessarily  has^  perusal  of  vol.  i.  of  Hr.  W.  J. 
Courthope's  History  of  Englisk  Poflry,  and  more  especially  of  its 
admirable  chapter  (ix)  on  Thi  Progrta  of  AUtgory,  that  the  suggestian 
conveyed  in  my  tcit  hu  become  on  Bccomplished  fiu;t.  Hr.  Courthope's 
volume  contains  so  much  both  in  this  chapter  and  in  that  which  fallows  on 
TktRia  oflhi  Drama  in  England,  that  1  would  gladly,  had  cireumatonces  per- 
mitted, have  revised  the  whole  of  my  own  first  chapter  with  the  aid  of  his 
masterly  treatment  of  a  subject  which  I  have  approached  only  on  a  single 
side.  As  it  is,  I  have  only  here  and  there  felt  myself  able  to  make  use 
of  ■  guidance  which  would  have  been  a  godsend  to  me  at  any  time 
within  Toy  last  twenty  years  of  broken  literary  studies. 
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out  of  touch,  unless  incidentally,  with  the  learning  of  the 
schools,  and  with  the  ways  and  habits  of  those  privil^ed 
classes  which  have  at  most  times  delighted  in  following  to 
the  death  a  prevailing  fashion  in  the  literary  as  in  other 
forms  of  art. 

Reference  has  already  been  made  to  two  productions,  of  atdtariy 
which  one  had  for  its  author  the  Anglo-Norman  poet  "j^^' 
Guillaume  Herman  (1127-1170),  and  the  other  has  been 
{on  perhaps  not  altc^ether  conclusive  evidence  ^)  attributed 
to  £tienne  Langton,  who  after  graduating  as  doctor  of 
theol(^^  at  Paris  became,  as  everybody  knows,  Cardinal 
(1  ao6)  and  Archbishop  of  Canterbury.  These  compositions, 
while  in  so  far  to  be  regarded  as  belonging  to  the  Christian 
religious  drama,  that  in  each  the  promised  or  actual  inter- 
vention of  the  Saviour  solves  the  complication  of  the  action, 
in  general  conception  and  method  of  treatment  resemble 
the  moralities  of  later  date.  Herman's  composition,  written 
in  Langue  d'Oil,  or  Northern  French,  at  the  request  of  the 
Prior  of  Kenilworth,  is  a  dramatic  version  of  the  Bible  text 
(Psaltn  Ixxxv.  10):  'Mercy  and  Truth  are  met  together; 
Righteousness  and  Peace  have  kissed  each  other.'  These 
four  virtues  appear  personified  as  four  sisters,  who  meet 
together  after  the  Fall  of  Man  before  the  throne  of  God  to 
conduct  one  of  those  disputations  which  were  so  much  in 
accordance  with  the  literary  taste  of  the  age"  ;  Truth  and 
Righteousness  speak  against  the  guilty  Adam,  while  Mercy 
and  Peace  plead  in  his  favour.  Concord  is  restored  among 
the  four  sisters  by  the  promise  of  a  Saviour,  who  shall 
atone  to  Divine  Justice  on  behalf  of  man.  The  composition 
attributed  to  Stephen  Langton  treats  the  same  theme  with 
a  relative  intensity  which,  could  either  of  these  works  be 
credited  with  a  dramatic  purpose,  might  be  termed  superior 
force  of  action.  After  a  contention  has  been  carried  on 
between  the  four  sisters,  and  Mercy  and  Peace  are  about  to 
withdraw  unsatisfied,  the  Divine  Father  summons  the  Sonj 

*  Itma  found,  togeUier  with  the  sermon  on  a  text  tRkcD  Trom  the  song  on 
'1>  bele  Alix'  and  a  canticle  on  the  Passion,  in  a  MS.  in  the  Duke  of 
Norfolk's  library,  now  in  tluu  of  the  Royot  Society.  Cf.  DiOionary  1^  National 
Biogmphy,  xxziL  197-S.  '  Ai^,  p.  95. 
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and  with  Him,  in  order  to  meet  the  demands  of  the  case  as 
it  presents  itself  to  His  own  judgment,  concerts  the  savii^ 
remedy  of  the  Incarnation  of  the  Word ;  whereupon  a 
reconciliation  takes  place  between  the  sisters*. 

It  will  be  remembered  that  in  one  of  the  Coventry  PltefS, 
the  four  virtues  Veritas,  Justitia,  Miserkordia,  Pax  are 
introduced  into  the  action ;  while  in  another  Mors — the 
awful  ^straction  of  the  power  against  which  iill  men  are 
impotent — lays  hands  upon  the  murderous  Herod  and  his 
myrmidons,  and  delivers  them  over  to  the  Devil '.  Without 
however  attemptii^  an  enquiry,  which  could  hardly  be  made 
conclusive,  into  the  dates  of  these  particular  plays,  or  of 
others  in  which  abstract  figures  may  be  found  among  the 
subsidiary  dramatis  persona,  we  may  assert  that  there  is  no 
proof  that  the  moralities  became  a  form  of  popular  stage- 
entertainment  in  England  before  the  second  quarter  of  the 
fifteenth  century,  which  was  covered  by  the  reign  of  Henry  VI. 
The  continuous  spread,  through  a  wider  area,  of  the  literary 
tastes  represented  by  the  successors  of  Chaucer,  and  the 
enduring  receptivity  of  the  English  public  for  the  distinctive 
element  of  this  new  kind  of  plays,  combined  to  secure  to 
them  gradually  a  share  of  favour  by  the  side  of  the  miracles. 
As  a  matter  of  course,  the  new  species,  which  addressed 
itself  to  no  new  public  and  was  occupied  with  no  new 
problems  of  life  or  thought,  accommodated  itself  to  the 
manner  and  method  of  the  old.  Between  the  performance 
of  a  morality  and  that  of  a  miracle  no  external  difference  is 
noticeable ;  the  pageants  used  for  the  one  were  used  for  the 
other ;  vexillatores  proclaimed  the  intended  performance, 
and  the  performers  in  some  cases  went  from  place  to  place, 
whether  they  were  representing  the  misdeeds  of  Herod  and 
Pilate,  or  the  stn^le  of  the  Soul  with  the  Seven  Deadly 
Sins '.  But  although  in  this  sense  there  was  no  break  in  the 
prepress  of  our  drama  from  its  b^innings,  the  sense  of 
there  being  somethii^  not  altt^ther  indigenous  in  the  new 
dramatic  growth  which  was  establishii^  itself  by  the  side  of 
the  old,  was  never  entirely  lost,  or  at  all  events  seems  only 

■  A»u,  p.  S9. 
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gradually  to  have  succumbed  to  an  appreciation  of  its 
usefulness  in  those  conflicts  that  absorbed  the  interests  of 
the  people  at  large.  For  it  may  be  broadly  stated  that  the 
moralities  never  became  domesticated  in  this  country,  or  at 
least  never  acquired  any  influence  here  comparable  to  that 
of  the  miracle-plays,  until  they  had  been  made  to  connect 
themselves  with  the  poUtical  and  religious  questions  which 
were  so  inextricably  intermingled  in  the  Reformation  age '. 
This  was  in  the  changeful  reign  of  Henry  VIII,  and  during 
the  pressure  in  the  direction  now  of  advance  now  of  reaction 
which  followed  under  bis  successors  ;  but  the  fitful  and  un- 
certain character  of  these  movements  in  their  earlier  phases, 
and  the  unwillingness  of  Henry,  Somerset,  Mary,  and 
Elisabeth  to  leave  the  direction  of  these  movements  to  the 
people  itself,  caused  the  English  moralities  as  vehicles 
for  the  expression  of  public  opinion  to  lead  a  troubled  and 
chequered  course.  Finally,  before  they  had  as  a  species 
readied  the  full  vigour  of  maturity,  they  found  the  process 
already  in  operation  which  was  to  supersede  them  by  more 
advantxd  dramatic  growths. 

If  this  be  borne  in  mind,  we  shall  not  expect  to  find  the  Fmtch 
history  of  the  English  moralities  either  as  interesting  or  as  ™°™*^' 
entertaining  as  that  of  the  French.  In  France,  as  has  been 
already  observed,  a  popular  drama  of  secular  origin,  and 
concemii^  itself  mainly  With  secular  topics,  had  throughout 
maintained  itself  by  the  side  of  the  religious  plays,  although 
the  two  species  were  frequently  intermixed.  To  the  French 
taste  for  allegorical  and  satirical  poetry  the  drama  had  no 
doubt  in  its  turn  contributed ;  and  in  the  fourteenth  and 
fifteenth  centuries  the  religious  drama  of  the  Confririe  de  la 
Passion  found  it  no  easy  task  to  contend  against  the 
moralities  of  the  Basocke,  the  sotties  of  the  Enfans  sans 
souci,  and  the  sotties  or  farces  after  a  time  represented  by 
the  older  as  well  as  the  younger  of  these  brotherhoods. 
In  these  congenial  productions  public  opinion  long  continued 
to  find  an  outlet  for  itself  as  to  both  political  and  social 
topics ;  and  the  gay  and  outspoken  genius  of  mediaeval 

>  CC  Heniy  Horley,  FinI  SitiA  o/Et^iali  Litnatmrt,  p.  046. 
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France  contrived  to  temper  distress  and  despotism  alike  by 
the  sallies  of  an  untrammelled  wit.  The  pressure  of  the 
English  invasion  and  the  radical  despotism  of  Lewis  XI  are 
alike  reflected  by  the  contemporary  French  popular  st^e  ; 
here  Lewis  XI's  system  of '  new  men '  found  its  critics,  and 
Lewis  XII's  struggle  gainst  the  Papacy  its  supporters. 
But  these  French  plays,  even  when  called  moraliHes,  have 
rather  the  character  of  interludes  with  typical  person^es 
(such  as  the  immortal  Maiire  Pathelin)  than  of  all^orical 
moralities,  though  personified  abstractions  are  frequently, 
and  even  Scriptural  personages  occasionally,  introduced 
into  them.  They  bear  a  certain  resemblance  to  the  Athenian 
comedy  of  the  second  period,  the  period  represented  by  the 
Plutus  of  Aristophanes  \ 

In  the  English  moralities  it  is  not  easy  to  draw  a  dis- 
tinction between  particular  groups ;  the  signs  of  advance 
which  they  successively  exhibit  would  best  be  gathered 
from  an  attempt,  such  as  it  would  be  here  inconvenient  to 
make,  to  survey  the  whole  of  them  in  their  actual  or 
probable  chronological  order.  Moreover,  only  part  of  the 
series  is  as  yet  accessible  without  difficulty ;  and  as  to 
several  of  these  plays  I  am  still  obliged  to  fall  back  upon 
the  analyses  furnished  by  Collier^.  A  misapprehension 
may  be  avoided  by  noticii^  at  the  outset  that  the  name 
of  Interludes  is  from  a  very  early  date  applied  to  these 
plays,  as  Indeed  it  seems  to  have  been  applied  to  plays 
performed  by  professional  actors  from  the  time  of  Edward 
IV  onwards.  Its  or^in  is  doubtless  to  be  found  in  the  fact 
that  such  plays  were  occasionally  performed  in  the  intervals 
of  banquets  and  entertainments  ^  which  of  course  would 

'  As  Ebert  (EntmicUiaigsgisek.,  p.  35)  lays,  the  French  monlitiet  w«re 
dtveU/ptd,  not  tmintUd,  in  this  period.  Par  examples  see  the  collections  of 
Viollet  le  Due  and  Foumier,  already  cited.  Cf.  also  an  excellent  sketch  of 
the  famous  Pierre  Gringore,  the  Mirt  Sailt  of  his  tamous  company,  in 
L.  Moland's  Onjfuws,  &v.,  p.  34s  se^q.  The  sprigfatliness  of  diction  in  these 
French  plays  makes  them  delightful  reading.  Holiire's  indebtedness  to 
them  is  well  known, 

■  Vol.  ii  pp.  000-393. 

'  It  is  curious  in  the  above  connexion  to  find  that  in  France  they  were 
occasionally' acted  in  the  intervals  of  the  mysteries.  Hence  they  were  some- 
times called  Pausta.    Cf,  Foumier,  iHtnd.,  p.  iv. 
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have  been  out  of  the  questioo  in  the  case  of  religious  plays 
proper.  As  will  be  seen  below,  the  name  Interludes  is,  as 
a  technical  term,  of  literary  history,  usually  restricted  to 
a  special  dramatic  form. 

In  the  English  moralities,  and  in  the  plays  immediately  Th*  Dmi 
derived  from  this  species,  it  is  impossible  to  ignore  the  two  ^^'*' 
closely  associated  figures  of  the  Devil  and  the  Viee.  The 
treatment  of  the  Devil — a  long-lived  impersonation  of 
a  conception  to  which  dogma  and  legend  have  been  joint 
contributories — has  signally  varied  at  different  times  and  in 
the  hands  of  different  writers  ;  but  it  has  rarely  altogether 
excluded  those  humorous  elements  which  the  complexity  of 
the  principle  of  negation  involves.  They  assert  themselves 
already  in  an  early  period  of  English  literature  ^ ;  and  they 
pervade  the  part  played  by  the  Devil  in  the  religious  drama 
as  it  has  been  surveyed  in  the  preceding  sketch,  and  taken 
over,  beard  and  all,  from  the  miracles  into  the  moralities 
and  their  derivatives'.  In  the  English  moralities  proper, 
as  in  their  French  or^nals  or  analogues,  the  Devil  is  con- 
sistently chained  on  his  own  account  with  the  conduct  of 
the  opposition  to  the  moral  purpose  or  lesson  which  the 
action  of  these  compositions  is  designed  to  enforce.  In 
some  of  the  later  English  plays,  on  the  other  hand,  which 
grew  out  of  the  moralities  and  which  more  or  less  partook 
'of  their  nature,  the  Devil  is  accompanied  by  a  personage 
whose  relation  to  him  is  primarily  that  of  a  foil,  but  whose 
functions  are  so  peculiar  that  in  the  end  he  is  frequently 
left  to  stand  on  his  own  l^s,  and  to  appear  without  the 
master-spirit  of  whom  he  was  at  first  the  faithful  attendant '. 
Ingenious  etymolc^es  have  been  su^;ested  for  the  name  of 
the  Vice,  as  this  character,  which  must  be  concluded  to  have 

■  Ct.  ten  Brincic,  i.  337,  u  to  the  legrend  of  St.  Dunstan. 

'  Is  Skelton's  lost  N^^mmansir  one  of  the  stage  directions  is  stated  to  have 
run,  '  Enter  Balsebub  with  a  berdc ' — do  doubt  the  viiard  with  an  immense 
beard  familiar  to  the  old  religious  drama,     Ct  Warton  afi.  Collier,  L  57,  nolt. 

'  Collier,  ii.  969.  His  original  secondary  position  is  illustrated  by  the 
amusing  passage  in  Ben  Jonson's  Slaplt  of  Neta,  Act  i.  Sc.  a,  which  attests 
the  enduring  popularity  of  his  chief:  'My  husband,  Timotby  Tuttle,  God 
rest  his  poor  soul !  was  wont  to  say,  there  was  no  play  without  a  fool  and 
a  devil  in 't ;  he  was  for  the  devil  still,  God  bless  him  I  The  devil  for  his 
money,  would  be  say,  I  would  tain  see  the  deviL' 
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been  of  native  Englidi  origin,  was  usually  called ;  but  the 
most  natural  explanation  is  probably  the  correct  one.  The 
Vki  has  numerous  aliases — such  as  Ski/t,  Ambidexter,  Sin, 
Fraud,  Iniquity,  which  are  but  variations  of  his  ordinary 
name.  At  times,  however,  he  wears  the  more  specific 
designation  of  some  particular  vice  or  failing ;  while  else- 
where again,  in  accordance  with  the  growing  tendency  to 
supersede  abstractions  by  types,  he  appears  under  some 
typical  designation  of  an  onomatopceic  Idnd^.  Of  these 
various  appellations  that  of  Iniquity  acquired  a  special 
vogue  on  the  stage,  where  we  find  the  species  of  Vice 
differentiated  under  that  name  for  a  long  time  established 
as  a  favourite  *,  As  to  the  origiu  of  the  Vice,  no  reasonable 
doubt  remains.  Inasmuch  as  he  was  ordinarily  dressed  in 
a  fool's  habit ',  and  occasionally  assumes  the  part  of  a  jester 
pure  and  simple*,  it  is  obvious  that  the  invention  of  this 
popular  character  was  first  suggested  by  the  familiar  custom 
of  keepii^  an  attendant  fool.  Hence,  while  the  Vice  is  in 
some  sort  an  attendant  or  serving-man  of  the  Devil's,  his 

'  See  Douce,   IJIuslratioia  of  Shatusfitan,    vol.  i.   p.  469.    C£    Pug's 
eDUmeratioilortbe  Vice's  lumes  in  ThiDnditan  Aa,tixX\\.  5c.  l: 
'Fraud, 
Or  Covctousness,  or  Ijdy  Vanity, 
Or  Old  Iniquity.' 
Other   Dwnea   are   Hypocrisy,   IndiHotion,  Ambittan,   Dtsin,   HafihatarJ, 
Nitlmi    Ntw/angU.     In    Lewis    Wager's    Rtpmlantt    of  Maty    MagdaUnt 
he  appears  as  Infidility.    See  Collier,   ii.   189-90.    In  George  WapuU's 
Tidi  larririA  tut  man,  h  penonage  called  Couragi  is  introduced  after  the 
manner  of  the  Ficr.  but  without  his  ordioary  characteristics.     lb,  p.  39G. 

'  /Hififtfy  appears  in  King  Darius  {printed  1565),  and  is  summoned  to  give 
an  account  of  himself  and  his  functions  in  the  passage  already  cited  from 
TfuDivilisaHAss. 

•  See  the  Clown's  song  in  Twtlftk  Nighl,  Act  iv.  Sc.  3 : 

'  I  "11  be  with  you  again. 

In  a  trice. 

Like  the  old  vice. 
Your  need  to  sustain  ; 
Who,  with  digger  of  lath. 
In  his  rage  and  his  wrath 

Cries,  ah,  ab  !  to  the  devil.' 

•  In  John  Heywoods  PUiy  ofthi  Wilhtr  (1553)  the  Vice  appear*  as  ajester 
called  Mtiy  Rtport ;  in  Jack  JuggUr  (before  15S0)  Jatk  himself  is  called  the 
Vice,  and  in  GoJly  Quctiu  Mesltr  (islSi)  the  latter  is  peraonified  as  a  jester 
called  Handy-Dandy.     Of.  Pollard,  liii,  tioU. 
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function  is  to  twit,  teaze  and  torment  the  fiend  for  the 
edification  of  the  audience-  The  latter  very  commonly 
takes  his  revenge  for  having  been  ridden  and  beaten  by  the 
Vice  by  carrying  him  ofT  on  his  back  to  hell  at  the  end  of 
the  play  ^.  Gradually  the  character  was  lost  in,  or  reverted 
to,  that  of  the  domestic  Fool,  who,  as  is  well  known,  survived 
as  a  standing  figure  of  no  small  significance  in  the  Elisa- 
bethan  drama  ^ 

The  Devil  and  the  Vice,  the  latter  in  particular,  are  of 
much  importance  to  the  moralities  as  a  popular  dramatic 
species,  both  because  these  characters  went  some  way  to 
counterbalance  the  dead  weight  of  the  abstractions  con- 
stituting the  main  agents  of  these  plays,  and  because  the 
aid  of  these  elements  largely  contributed  to  the  gradual  oihtr 
growth  of  comedy.  It  would,  however,  be  an  error  to  ^J^^^ 
suppose  that  (leaving  the  Devil  out  of  the  question)  the  in  ifu 
Vice  constituted  the  solitary  concrete  element  in  the  "^"''''^■ 
moralities,  where  no  doubt  he  formed  the  most  salient  one. 
The  personified  abstractions  will  be  found  from  time  to 
time  fitted  with  names  appropriate  to  concrete  individuals, 
and  thus  brought,  so  to  speak,  within  view  of  the  point  at 
which  they  will  be  transmuted  into  human  characters  pure 
and  simple.  At  first,  it  is  only  occasionally  that  an 
abstraction  like  scorn  is  translated  into  a  concrete  Hycke- 
Scomer ;  but  the  tendency  towards  this  kind  of  change 
proves  stronger  as  we  proceed,  and  is  assisted  by  the 
alliterative  nomenclature  in  which  English  popular  humour 
has  at  all  times  delighted,  and  of  which  there  are  instances 
already  in  the  mysteries'.  Such  personal  names  as 
Cuthbert  Cutpurse  and  Tom  Tosspot,  when  taking  the 
place  of  abstract  designations  of  the  sins  of  Robbery  and 
Inebriety,  unmistakeably  imply  a  step  forwards  into  the 
atmosphere  of  real  life.  Again,  as  at  least  one  writer* 
has  pointed  out  before  me,  even  where  the  characters  of 

'  Collier,  ii.  190-3.  Cf.  the  character  of  Hilea,  uid  hii  doom,  in  Greene's 
Friar  Baton  and  Friar  Butigirf. 

'  Douce,  M.S.,  iL  304-5. 

'  Conscious  of  this  teadeacj,  I^ate  io  the  Processus  Talentonim  in  the 
TowHiity  Playt,  says  that  he  is  'homom  vulgari  Pownee  Pilate.' 

'  H.  Jusserand. 
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these  plays  still  remain  abstractions,  frequent  allusions  to 
the  actual  world  around  the  audience  give  a  colouring  of 
reality  to  the  action.  Folly  glories  in  his  adventures  in 
Holbom,  at  Westminster,  and  in  disreputable  Southwark ; 
Youth  (probably  Cambridge-bred)  demands  from  Humility 
whether  she  was  not  bom  at  Tnimpii^on — as  if  this  were 
just  beyond  the  limit  set  to  pride ;  Mind,  in  a  state  c^ 
corruption,  expresses  his  intention  of  putting  in  an  appearance 
between  two  and  three  of  the  clock  in  the  afternoon  under 
the  Parvis  at  St.  Paul's — the  lawyers'  hour  and  place. 

Passing  by  a  small  number  of  religious  plays  which  dis- 
play a  mixture  of  miracle  and  morality,  which  it  would 
hardly  be  worth  while  to  subject  to  a  minute  analysis — 
more  especially  as  these  plays  belong  to  so  comparatively 
late  a  period  as  the  beginning  of  the  reign  of  Elisabeth ' — 

'  These  \Aa.ya  which  are  described  by  Collier,  ii.  167-189.  include  Lewis 
Wager's  Lifi  and  Rtfenlima  of  Mary  Mi^altiu  (prinled  1 567),  the '  Interlude ' 
of  King  Dariia  (printed  1565)1  of  which  the  main  interest  lies  in  a  disputation 
on  the  question,  ■  What  is  strongest  t '  propounded  by  Darius  in  a  portion  of 
Esdna  (Bk.  iii),  'not  applied  by  the  Church  to  establish  any  doctrine  ;'  and 
Gediy  Qutmt  HtHtr  (printed  1561),  in  which  Hester  after  her  elevatioo  to 
the  throne  is  provided  with  a  chapel  royal,  vhose  members  arc  brought  in 
to  sing  before  her  like  'OaxjtmtmfiUa  who  sang  before  Hadame  de  Uaintenon, 
and  in  which  Haman         .<.,,.  .    ■ 

'  plays  the  Grst  pagente 

on  the  gallows  erected  by  himaelf.  Arthur  Golding's  translation  of  Beta's 
Tragtdit  o/Abmhatn's  Sacrifia  (printed  in  1577,  about  a  quarter  of  a  century 
after  the  appearance  of  the  original)  furnishes  one  more  version  of  the 
favourite  Old  Testament  theme,  the  single  more  or  less  novel  feature  being  the 
part  played  by  Solan,  who,  attired  as  a  monk  (a  favourite  combination  of  the 
Reformation  age),  lotiloqniaea  on  the  mischief  done  by  him  to  the  worid  in 
that  character  and  comments  aside  on  the  progress  of  the  action.  Tlu 
Comidit  or  EiiltHudi,  frtattHgufioH  At  Hisiori*  ofjatob  and  Esau  (which  hu 
been  printed  in  vol,  ii.  of  Hailitfs  edition  of  Dodslcy,  1874),  is  even  more 
absolutely  free  from  any  admixture  of  elements  proper  to  the  morality. 
Beyond  all  doubt  this  play  is,  as  Collier  has  already  pointed  Out,  one  of 
the  freshest  and  most  effective  productions  of  the  dramatic  period  to 
which  it  belongs;  althou^  not  printed  till  isfiO.  it  may  have  been  written 
as  early  as  1557,  when  a  piece  of  the  same  name  was  entered  in  the 
Stationers'  Registers.  The  characters  in  this  play  are  real  characters; 
and  although  the  author  takes  most  delight  in  the  comic  aspect  of  the  story, 
he  has  contrived  with  a  certain  skill  to  supply  some  sort  of  dramatic  justifi- 
cation of  the  success  of  Rebecca's  ingenuity.  The  moral  of  the  story  is 
turned  to  account  for  the  doctrine  of  predestination  and  election ;  so  that  no 
doubt  can  eiitt  as  to  the  religious  creed  of  the  author,  who  winds  up  with 
a  brief  sermon  and  a  prayer  for  Church,  Queen,  nobility  and  '  the  Queen's 
■ubgects  universal.' 
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I  proceed  to  a  brief  survey,  in  the  natural  order  of  the 
groups  into  which  they  fall,  of  the  chief  moralities  proper 
preserved  to  us.  For  the  York  playoa  The  Lord's  Prayer, 
of  which  mention  has  been  previously  made  as  to  all  intents 
and  purposes  a  morality,  was  acted  in  or  before  the  year 
1399,  and  thus  preceded  by  at  least  ageneration,  and  possibly 
by  a  considerably  longer  period,  the  extant  plays  of  the 
reign  of  Henry  VI  ^.  Of  these  three  plays  two  still  remain  MomiHim 
in  MS-,  and  can  therefore  here  only  be  described  at  second-  ^f'^f™f" 
hand  *•  Their  theme  is  the  struck  between  the  principles  VJ. 
of  Good  and  Evil  in  and  for  the  soul  of  man — an  in- 
exhaustible subject  to  be  sure,  and  the  same  in  essence  as 
that  which  occupied  the  mysteries,  only  that  in  these  it 
was  robed  in  the  historical  folds  of  sacred  tradition.  It 
must  at  the  same  time  be  remembered  that  the  age  in  which 
these  moralities  were  produced  was  one  of  which  the  cir- 
cumstances were  altogether  unfavourable  to  any  freedom 
of  literary  movement,  and  when  a  rigidly  orthodox  Church, 
favoured  by  a  pious  prince  with  no  will  of  his  own,  con- 
trolled the  spiritual  forces  at  work  in  the  minds  of  men. 
The  earliest  of  the  plays  in  this  group  is  the  Castell  of  Thi  Casi/t 
Perseverance',  which  allegorises  the  theme  of  the  conflict  ^^"*^ 
between  the  Powers  of  Good  and  Evil  for  the  Soul  of  Man 
in  the  form  of  a  warfare  carried  on  against  Humanum  Genus 
and  his  defenders,  the  Seven  Cardinal  Virtues,  by  the  Seven 
Deadly  Sins*  and  their  commanders,  Mundus,  Belyal  and 
Care.      The   struggle   is   preceded   by  a  contest   for  the 

■  Cf.  tmit,  p.  97.      »  See  CoUier,  il,  aoo-316.    Cf.  ten  Briock,  iL  311  stqq. 

*  Thii  il  one  of  the  three  plays  usuaHy  called  the  Mairo  MomlitifS,  from  the 
circumstance  that  the  MSB.  once  belonged  to  Hr.  Cox  Macro.— Of  the  Castilt 
ij^P<rHiwrBH(*a  considerable  extract  is  printed  by  Mr.  Pollard,  who  proposes 
to  edit  the  play  for  the  Early  English  Text  Society.  See  his  Introduction, 
xlv-xlviiL 

*  The  Seven  Deadly  Sins,  with  whom  we  have  already  met  in  one  of  the 
mysteries,  reappear  in  Medwell's  morality  Naturt  {iHfra\  ;  hut  there  is  no 
need  for  following  these  abstractiona  through  their  long  and  varied  career  in 
English  imaginative  liteiature  from  Langland  onwards.  The  date  of  Dunbar's 
(amous  Dana  of  Hit  Sttm  Dtidly  Syntm  seems  to  be  about  the  second  decade 
of  the  Nxleenth  century.  The  procession  of  the  Sins  in  the  Fmrii  Quirtu 
(Bk.  I.  Canto  4)  is  noteworthy,  as  suggesting  the  popular  effectivene**  of 
■  '  mora] '  pageant  of  this  description : 

'  Huge  routs  of  people  did  about  Ibem  band, 
Showting  for  joy.' 
VOL.  I.  ■        1 
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naked  and  helpless  Humanum  Genus  between  Bonus  and 
Mains  Angelus — figures  familiar  to  several  of  our  later 
plays  as  well  as  to  the  early  rel^ious  drama'.  In  this 
contention  the  Good  Angel  is  temporarily  defeated,  and  he 
has  to  summon  to  his  side  Confessio  or  Sckryfte,  with  whose 
aid  and  that  of  Penitetida,  Humanum  Genus  is  lodged  ia 
the  Castle  of  Perseverance.  To  this  castle  his  enemies, 
after  mustering  their  forces,  lay  siege*,  the  defendir^ 
Virtues  beating  back  their  assault  with  roses,  the  emblem 
of  the  Passion  of  our  Lord.  As  old  age  overtakes  him,  he 
is  at  last  lured  away  from  the  castle  hy  Avaritia,  the  failing 
proper  to  declining  years.  But  the  money  received  by  him, 
hid  away  in  the  ground,  avails  him  naught  against  Death ; 
and  his  spirit  is  arraigned  by  Pater  sedens  in  judicio^  where 
the  appeal  of  Misericordia  to  Christ's  Passion  prevails  at 
last.  Thus  here  too,  as  in  so  many  of  the  mysteries,  the 
Day  of  Judgment  concludes  the  action.  This  earliest  extant 
English  morality,  which  Is  of  great  length,  already  furnishes 
an  adequate  example  of  the  species  to  which  it  belongs ; 
and  there  seems  no  reason  for  concluding  that  it  was 
derived  from  a  French  original  ^ 

The  morality,  of  which  the  chief  characters  are  Mind, 
WiU  and  Understanding,  and  to  which  in  his  description  of 
it  Collier  accordingly  gave  this  title,  has  been  renamed  by 
Dr.  Furnivall,  who  has  recently  edited  part  of  it*  A  Morality 

'  See  especially  Marlowe's  Doctor  Fauatus. — In  his  very  interesting  analysis 
of  tbe  passion-play  seen  by  him  at  Thiersee  in  the  Bavarian  TjTol,  F.  Gre- 
gorovius  {Kttmt  Sr/iriftm,  iii.  (1890)  190)  mentions  theappearance  of  a 'good 
spirit '  who  in  vain  Htlempti  to  dissuade  Judas  from  suicide. 

'  The  machinery  of  the  siege  of  b  castle  is  common  in  English  allegory, 
both  dramatic  and  non-dramatic.  See  above,  p.  95.  as  to  the  curious  use 
made  of  it  in  the  mixed  play  Maty  Magdalme  (Digiy  Myattnts).  The  favour 
enjoyed  by  the  story  of  the  Trojan  War  during  a  great  part  of  the  Middle 
Ages  may  bave  contributed  to  the  popularity  of  this  device;  but  the  experience 
of  real  sieges  had  much  to  do  with  it,  just  as  the  same  kind  of  experience 
no  doubt  led  Bunyan,  who  had  been  a  soldier  in  the  great  Civil  War,  to 
imagine  the  siege  of  the  city  of  Mansoul  in  his  Holy  War. 

'  The  besieged  Castle  of  Perseverance  is  described  as  'strenger  thanne 
■ny  in  France,"  and  Volufilas  uses  the  phrase  '  Jt  tmus  pry,'~B\it  the  resem- 
blance to  the  French  McrtUiti  dt  Mundus,  Caro,  Dtmonia,  Slq.,  printed  ap. 
Foumier,  ujs.  pp.  aoo  s»ni  "^  which  the  date  is  1506,  appears  to  be  at  the 
most  superficial. 

'  From  the  Digby  MS.,  for  Ihe  New  Shakspere  Society,  1869,  pp.  137-166. 
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of  Wisdom  who  is  Christ.  The  nature  of  the  conflict  is  here 
die  same  as  in  The  Castell  of  Perseverance,  but  the  treat- 
ment is  of  a  kind  which  comes  more  directly  home  to  the 
modem  reader  than  the  artificial  allegory  of  the  earlier 
piece '.  The  first  personage  who  enters  upon  the  scene  is 
Wisdom,  robed  in  'a  ryche  purpyll  cloth  of  gold,'  and 
wearing  '  a  ryche  Imperiall  crowne,  set  with  ryche  stonys 
and  perlj's.'  To  this  Divine  Embodiment  of  Wisdom,  Who 
soon  reveals  Himself  as  the  Second  Person  of  the  Trinity, 
enters  Anima — the  human  soul — 'as  a  mayde  in  a  whight 
cloth  of  gold,  gyntelypurfyled  with  menyver'and  'a  mantyll 
of  blak.'  She  kneels  to  Wisdom,  confessing  how  from  her 
youth  up  she  has  loved  Him ;  in  return  He  reveals  to  her 
that  He  is  gracious  to  all  pure  souls  and  withholds  His 
love  from  none  that  are  steadfast  in  their  devotion  to  Him. 
Then  ensues  a  dialogue,  in  which  allegorical  phraseology  is 
combined  with  direct  homiletic  exposition.  Wisdom's  ex- 
planation to  the  Soul  of  the  compound  nature  of  her  bdi^ 
is  illustrated  by  the  actual  introduction  on  the  stage  of  the 
Five  Wits  or  Senses,  the  servants  of  the  Soul,  maidens 
arrayed  'in  white  kertelys  and  mantelys,  with  chevelers 
and  chape llyttes,'  and  of  the  three  Powers  or  '  Myghtes ' 
belonging  to  her — Mind,  Will  and  Understanding,  from 
whom  Wisdom  explains  that  Faith,  Hope  and  Charity 
severally  proceed  in  order  to  contend  against  the  World,  the 
Flesh  and  the  Devil.  He  leaves  her,  thus  fortified,  to  fight 
the  good  fight  to  a  glorious  issue,  and  her  lyrical  outburst 
of  gratitude  brings  the  introductory,  and  in  this  instance 
most  attractive,  portion  of  the  play  to  a  close.  With  the 
next  scene  enters  Lucyfer  announcing  himself  in  accustomed 
fashion  with  'Out  herowe   I    rore','  wearing  his  'devil's 

■  To  my  mind  it  recalls  aome  of  the  mystic  imaginings  of  Jacob  Bohme. 
See  for  instance  bis  Way /mm  Darhias  to  Tmt  lltHtninalion. 

*  '  Ho,  ho,  ho'  and  '  Oute  haro  out  out'  are  the  ezdamationa  by  which 
the  Devil  is  wont  to  announce  himself  in  the  miracles.  See  Sharp's 
Diastrlation,  p  85  aqq.  In  Mary  Magdalem  the  seducer  announces  himself 
at  bis  entry  oa  '  Mof,  hof,  hof  I  afrysh  newgalaunt.'  Even  in  Ben  Jonaon's 
The  Dnii  is  an  Ass  Satan  appears  on  the  scene  with  the  usual  '  Hoh,  hoh, 
boh,' — an  evident  reminiscence  from  the  old  mysteries  and  moralities,  as 
Whalley  observes,  although  Gifford  dictatorially  pronounces  the  reference 
'out  of  place,' 
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array '  over  the  habit  of  '  a  prowde  galaunt,'  and  recitii^ 
in  short  and  lively  lines  his  own  hateful  past  and  his  hostile 
intentions  against  the  soul.  In  the  following  scene  he  carries 
on  a  long  disputation  with  Mind  and,  arguing  in  a  pleasant 
and  as  one  m^ht  say  gentlemanlike  fashion,  beguiles  both 
her  associates  and  herself  into  accepting  with  a  light  heart 
his  gay  philosophy  of  life.  The  passages  which  hereupon 
exhibit  the  corruption  of  the  three  powers  have  consider- 
able interest  as  illustrations  of  contemporary  manners. 
Mind  in  the  service  of  a  great  lord  makes  money  by 
working  the  practice  of  maintenance,  which  was  widely  seen 
to  be  immoral  long  before  it  was  made  illegal ;  Vnder- 
startding  flourishes  by  turning  informer,  by  simony  and  by 
perjury  in  the  law-courts ;  while  Will  surrenders  himself  to 
recklessness  and  loose  companionship.  So  they  call  in  their 
retainers,  and  the  minstrels  play  a  hornpipe  to  their  dance. 

In  the  remainder  of  this  play,  not  contained  in  the 
Digby  MS.,  there  ensues  a  quarrel  between  the  three 
perverts  and  their  crews  ;  and  the  defiled  Anima,  now 
the  parent  of  'six  small  boys  in  the  lyknes  of  devyllys,' 
is,  together  with  her  dependants,  brought  face  to  face  with 
her  degradation  by  the  admonition  of  Wisdom.  They  are 
restored  to  their  pristine  purity,  and  a  brief  epilogue  brings 
to  an  end  both  the  play  and  its  lesson.  The  former  never 
loses  sight  of  the  latter ;  but  pre-eminently  didactic  as  this 
morality  is,  I  will  not  deny  that  to  me  it  seems  to  possess 
a  certain  charm  of  its  own. 

A  third  piece  ^,  called  by  Collier  Mankind,  introduces 
Mercy  as  the  protecting  power  of  the  central  personage, 
who  is  assailed  by  three  adversaries,  felicitously  distin- 
guished as  Naught,  New-Gyse  (Guise)  and  Nowadays.  By 
the  advice  of  Myscheff  they  summon  to  their  aid  a  flend 
called  Tytivillus,  a  name  known  to  us  already  from  the 
Tovmeley  Mysteries '.  Having  taken  away  from  the  sleep- 
ing Maitkind  his  spade,  the  symbol  of  work,  this  im-' 
personation  of  the  lust  of  the  flesh  corrupts  the  soul  of 

'  Like  the  preceding,  one  of  tbe  so-called  '  Macro  moralities.' 
>  Cf.  a»U,  p.  16,  Dole  I.    Cr.  u  to  Tulivillus,  Dyce's  note  to  Skdlon's 
Poetkal  Warla,  ix.  984-5. 
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the  sleeper  by  an  evil  dream,  from  which  he  wakes  as 
a  thorough  scoundrel.  Not  until  the  pat^  of  remorse 
have  overtaken  him,  and  until  he  longs  for  death,  does 
Mercy  take  pity  on  him  and  save  him  from  the  toils  of  his 
tempters,  who  rapidly  descend  to  the  place  whence  they 
came.  In  this  morality  the  comic  element,  and  with  it  that 
of  coarseness,  are  alre^y  very  notable  . 

The  above  form  the  earliest  group  of  our  extant  English  Emiy 
moralities;  of  the  next  the  majority  belong  to  the  early  ^^'" 
Tudor  period,  while  in  all  the  influences  of  Renascence 
and  Reformation  already  made  themselves  felt,  though  in 
the  earlier  instances  only  like  the  breath  of  the  coming 
wind  as  it  lightly  stirs  the  quiet  of  the  waters.  The  date  Naiun. 
of  the  'goodly  interlude  of  Nature,'  by  Henry  Medwell, 
chaplain  to  the  famous  Cardinal  Morton  (the  enemy  and 
as  some  have  thought  the  btt^apher  of  Richard  III),  seems 
fixed  by  the  fact  that  the  first  of  its  two  parts  was  in  all 
probability  performed  before  the  Cardinal,  during  his  tenure 
of  the  Archbishopric  of  Canterbury,  1486-ijOO*.  It  has 
nothing  in  subject  or  treatment  to  differentiate  it  from  the 
earlier  moralities.  Nature,  by  God's  appointment,  allows 
Reason  and  Sensuality  to  contend  for  the  guidance  of  Man 
throi^h  life ;  and  the  Seven  Deadly  Sins  have  their  part  in 
the  stn^le.  One  direct  stroke  of  satire,  however,  seems 
to  call  for  notice  in  a  play  of  ecclesiastical  authorship,  as 
reflecting  upon  the  clergy  at  large  ^.  The  same  author 
wrote  another  interlude  which  was  played  by  the  kill's 
players  and  which  '  was  of  the  fyndyng  of  Truth,  who  was 
caryed  away  by  ygnoraunce  and  ypocresy.'  This,  it  appears, 
was  so  long  that  it  was  not  liked ;  and  the  fool's  part,  of 
which  one  might  wish  to  have  heard  more,  was  considered 
the  best*. 

<  Cf.  tcD  Brinck,  ii.  314, 

*  See  the  mccoant  of  this  pUy  ap.  Collier,  iL  917-334. 

'  '  Coveti*e '  ii  Mud  to  have 

'dwelled  wyth  ■  presC,  M  I  herd  say, 
For  he  lovelh  well 

lien  of  the  church,  and  they  him  also. 
And  lawyera  eke.' 
Other  sallies  occur  against  monks  and  nuns,  but  these  are  delivered  by 
wicked  characters.  <  Coliier,  i.  69. 
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To  the  re^n  of  Henry  VII,  and  possibly  to  an  early  part 
of  it,  may  also  be  ascribed  The  World  and  ike  Child  (printed 
in  1534  *).  In  this  play,  of  which  the  action  is  simple,  but 
effective,  man  is  represented  as  passing  through  the  several 
stages  of  his  life ;  first  he  appears  as  Jnfans,  and  then 
receives  from  Mundus  the  name  of  Wanton*.  He  describes 
the  'quaynte  games'  of  childhood,  as  reckoned  from  the 
age  of  seven  to  that  of  fourteen  years ;  and  then  becomes 
for  seven  years  more  Love-Lust  and  Lykynge,  the  repre- 
sentative of  adolescence.  Mundus  once  more  re-christens 
him  as  Manhode,  and  commends  to  him  the  service  of 
seven  kings,  i.e.  the  seven  deadly  sins^  Hereupon  Con- 
scyeme  appears,  'a  techer  of  the  spyrytualete '  {'spyryt- 
ualete  I  what  the  deuyll  may  that  be  ? '  is  Manhod^s 
irreverent  enquiry),  and  in  a  long  dialogue  converts  Man- 
hode. But  he  is  led  astray  by  Folye,  whose  *  chefe  dwel- 
lynge'  is  in  London  and  who  was  'broughte  forthe  in 
holbome.'  Conscyence  calls  to  his  aid  Perseueraunce,  who 
meets  man  now  in  Age,  and  bearing  the  name  (which  he 
owes  to  Folye)  of  Shame.  Perseueraunce  preaches  '  contry- 
cyon,'  and  teaches  Age,  whom  he  has  re-named  Refientaunce, 
the  creed  of  Christianity,  with  the  acceptance  of  which  by 
the  hero  the  morality  closes. 

The  concrete  element,  already  perceptible  in  the  above 
moralities,  together  with  the  evidence  of  that  knowledge 
of  the  ways  of  the  world  and  its  wickedness  which  has 
always  been  of  service  to  the  moralist,  present  themselves 
with  increased  strength  in  a  very  curious  play,  printed 
probably  a  few  years  afler  The  World  and  ike  Child.  This 
is  the  morality  called  Hycke-Scomer  * — a  name  personifying 

'  Reprinted  for  the  Roxburghe  Club  in  1817 ;  in  vol.  xii.  ofDodsIey's  Old 
Phr^,  and  in  vol.  i.  of  Hazlitt's  Dodaley. 

'  See  the  passa{^  cited  ap.  Pollard,  Introd.  li. 

'  Collier,  ii.  335,  has  directed  attentioa  to  the  alliterative  description  of 
himself  by  ilwtdm,  which  is  quite  in  the  style  of  the  Herod  of  the  miracle- 
plays.  The  historical  allusion  to  'kyngcrobeilof  cyacll'  (Robert  of  Naples, 
who  died  in  1343)  belongs  indeed  to  the  fourteenth  century,  but  romance 
bad  kept  hia  memoiy  alive.  (A  play  called  Robrrt  CidI  was  acted  at 
Chester  in  1599  ;  Collier,  i.  iii.) 

*  Printed  in  Hawkins'  Origin  of  A*  EigUsJi  Drama,  vol.  i,  and  in  vol.  i.  of 
Hailitt's  Dodsley. 


D.q.tizecbvGoOglc 


I]         THE  ORIGIN  OF  THE  ENGLISH  DRAMA       119 

a  species  of  folly  very  forcibly  reprobated  in  Barclay's  Skip 
of  Fools,  the  popular  satirical  allegory  of  the  age,  but 
branded  long  before  by  the  Psalmist :  '  The  fool  has  said 
in  his  heart,  there  is  no  God.'  The  type,  in  other  words,  is 
that  of  the  man  who  in  the  emptiness  of  his  heart,  puffed 
up  by  a  pretence  of  experience  and  knowledge  of  the 
world,  exults  in  scoffing  at  religion  ^,  The  date  of  this  play 
is  fixed  as  beloi^ii^  to  the  reign  of  Henry  VII  by  an 
incidental  allusion  to  the  Regent,  a  ship  of  war  fitted  out 
under  that  sovereign.  The  action  introduces  us  to  Pity  as 
the  chief  representative  of  a  virtuous  resistance  against  the 
iniquity  of  the  age,  upheld  in  its  turn  by  Free-will  and 
Invagination.  The  last-named  calls  in  to  his  support  the 
personage  who  gives  his  name  to  the  play  although  he  acts 
only  a  seccmdary  part  in  it, — a  travelled  libertine  who, 
after  enumeratii^;  his  voyages  all  over  the  world  and  'in 
the  londe  of  Rumbelowe,  thre  myl  out  of  hell,'  favours 
the  audience  with  a  variety  of  personal  reminiscences 
which  need  not  here  be  republished.  With  his  aid  the 
enemies  of  Pity  contrive  to  put  him  into  the  stocks,  where 
(the  situation  reminds  us  of  Kent's  in  King  Lear)  he 
delivers  a  long  diatribe,  with  a  species  of  lyric  refrain,  on 
the  sins  of  the  age.  In  the  end  Free-will  and  Imagination 
are  without  any  great  effort  successively  converted  by 
Perseverance  and  Contemplation,  Free-will  taking  part  in 
the  rescue  of  his  belated  comrade  ;  and  Perseverance  draws 
a  concluding  lesson  from  what  has  gone  before.  This 
morality  might  seem  to  show  that  the  ordinary  resources 
of  the  species  would  have  quickly  run  dry  but  for  the 
admission  of  an  element  of  interest  which,  although  subor- 
dinate, notably  adds  to  the  freshness  of  the  general  effect. 
Yet  the  play  to  be  next  noticed,  which  by  general  consent 
stands  at  the  head  of  this  class  of  compositions  in  our 
literature,  adheres  in  the  main  to  the  old  lines. 

It  has  indeed  been  supposed  that  the  morality  oi  Every-  Every 
man*,  of  which  the  first  impression  is  traceable  to  about  "^'/T" 

•  '  Hycke '  or  '  Hick '  seems  to  be  ■  sort  of  cant  masculiDc  prefix  ( —  Aicl. 
Cr.  the  word  '  Hykmui,'  used  -  mui  or  husband,  in  a  TUlgarly  colloquial 
passage  io  Tht  Natmi  ofUu  Four  Eltmtnts. 

'  Printed  in  Hawkins'  Origin  0/  tkt  Engitsk  Drgtnm,  Tol.  i,  and  in  voL  i. 
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the  year  1529,  was  written  at  a  considerably  earlier  date ; 
but  Collier  has  not  substantiated  his  conjecture  that  this 
date  should  be  placed  as  far  back  as  the  reign  of  Edward  IV. 
A  Dutch  poet,  Peter  van  Diest  (Petrus  Diesthemius),  soon 
after  the  appearance  of  Every-man  composed  a  version  of 
thie  play  in  Dutch,  which  was  performed  before  a  civitaium 
brabanticarum  conventus,  probably  to  be  interpreted  as 
a  representative  meeting  of  the  rederyk-chAmhtrs  of  these 
towns.  This  Dutch  version  again  was  reproduced  in  Latin, 
with  what  measure  of  fidelity  we  do  not  know,  under  the 
title  of  Homubis '  by  '  Christian  Ischyrius,'  who  dates  his 
preface  Maistricht,  1536.  This  Latin  version  again  became 
the  basis  of  a  German,  and  the  latter  was  in  its  turn  trans- 
lated into  Dutch.  Without  pursuing  the  history  of  the 
theme  further,  I  merely  note  that  the  publisher  of  the 
Latin  Hamulus  sought  to  add  to  its  attraction  by  prefixing 
to  it  a  series  of  scenes,  taken  in  part  from  the  contempo- 
rary Latin  comedy  of  Hehastus  by  Macropedius,  which 
was  independently  derived  from  the  same  sources  as 
Every-man,  and  which  was  itself  followed  by  a  long  series 
of  reproductions  and  imitations  in  Germany  '. 

The  immediate  sources  of  Every-man  are  not  ascer- 
tainable ;  very  probably  the  author  may  have  taken  the 
story  of  his  morality  from  the  Legenda  Aurea  of  Jacobus 
Voragine  (d.  129H),  to  which  it  was  appended  as  a  later 
addition  in  a  brief  form  derived  from  the  Speculum  His- 
toriale,  a  compilation  of  the  thirteenth  century  by  Vin- 
centius  of  Beauvais.     But  there  can  be  no  doubt  that  the 

of  HazliU's  Dodslej.  The  edition  by  Goedeke  (published  uoder  the  title 
£vny-maM,HoiHHlH3  and Htiasius,  Hannover,  1865)  justly  calla  itself  'a. con- 
tribution to  international  literature  ' ;  fur  its  Introduction  tnces  with  masteiiy 
completeness  the  arigio  and  developement  of  the  theme,  while  the  notes 
furnish  a  full  survey  of  its  later  treatments.  A  large  part  of  this  morality  is 
printed  by  Mr.  Pollard  in  his  English  MiracU- Plays,  &c.,  pp.  77-96. 

'  '  QuiLiBET,  anit  fill,   muiala  nonum  dicor 

Nunc  HoUULuS :  prr  mi  Ham  reapaat  hcmo.' 

''  The  Htbasba  of  George  Lankvcld  (Macropedius)  appeared  in  1538.  Its 
autlior,  a  Dutch  scholar  aud  member  of  the  Fraternity  of  the  Commoa  Life, 
was  led  by  the  example  of  Reuchlin  to  compose  a  long  scries  of  Latin 
comedies.  He  died  at  Utrecht. — The  most  bunous  of  the  imitators  of 
Macropedius  was  Hans  Sachs  in  his  Comtdit  von  dim  rockm  slirbtnJtn 
MiHscMiH,  dir  Hicastus  gmaiatl  (1549). 
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story  itself  is  a  parable  narrated  in  the  religious  romance  of 
Barlaam  and  Jehoskapkat,  which  has  been  ascribed  to  the 
John  of  Damascus  who  died  in  780,  but  is  now  held  to  be 
more  probably  the  work  of  his  younger  namesake,  afterwards 
Patriarch  of  Antioch,  who  died  in  1 090.  It  is  impossible  to 
mistake  the  singular  force  and  profundity  of  this  parable  of 
the  roan  and  his  three  friends.  When  he  was  called  before 
the  king  to  answer  for  a  heavy  debt,  two  of  these  friends, 
although  he  had  dearly  loved  them  and  held  them  in  the 
highest  honour,  deserted  him  in  his  hour  of  trial,  while  the 
third,  for  whom  he  had  done  little  or  nothing,  went  with  him 
to  the  judgment-seat  and  pleaded  on  his  behalf  before  the 
king.  The  first  friend,  we  team,  is  the  superfluity  of  wealth 
and  the  love  of  gain,  and  the  second  is  wife  and  child  and 
the  rest  of  man's  kith  and  kin ;  but  the  name  of  the  third  is 
the  sum  of  his  own  best  works  and  deeds,  to  wit  faith,  hope, 
charity,  pity,  human-kindness,  and  the  rest  of  all  the 
virtues.  This  parable,  which  was  probably  not  invented  by 
John  of  Damascus  but  (although  there  is  no  direct  evidence 
in  the  case)  derived  by  him,  like  the  framework  and  the 
leading  features  of  his  romance,  from  a  Buddhist  source, 
became  known  to  the  Middle  Ages  in  various  forms 
through  various  collections  of  legends  ;  but  into  these 
there  is  no  reason  for  entering  here. 

In  our  English  morality,  after  a  brief  prol<^e  spoken  by 
a  Messenger,  the  action  opens  with  a  scene  in  heaven, 
where  God  looking  down  upon  the  sinful  earth  perceives 
how  Every-man  '  lyveth  after  his  owne  pleasure,'  as  if 
ignoring  the  utter  uncertainty  of  the  tenure  of  human  life. 
He  therefore  calls  upon  Death,  His  '  mighty  messengere,'  to 
proceed  to  Every-man,  and  summon  him  to  undertake  a 
pilgrimage  which  he  in  no  wise  may  escape,  and  bid  him 
bring  with  him  without  delay  a  sure  reckoning.  Death 
delivers  his  message  to  Every-man,  who  at  once  appears 
upon  the  scene ',  and  who  tries  in  vain  by  pleas  and  bribes 
to  turn  the  summoner  away  *.    Then,  having  received  a  hint 

■  We  m>7  suppose  it,  in  so  popnlRT  m  plt^,  to  bsve  changed  from  soffold 
to  scaffold,  or  eveo  from  storey  to  storey. 
'  The  paaaage  furnishes  a  good  example  of  the  impressive  simplicity  of 
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that  he  should  '  prove  his  friends  if  he  can,'  to  see  whether 
any  of  them  is  so  hardy  as  to  accompany  him  on  the  journey 
which  he  must  take,  Every-man  left  alone  in  his  terror, 
bethinks  him  of  appealing  to  his  old  friend,  '  Felawskip^ 
his  comrade  in  many  a  day  of  sport  and  play,  to  go  with 
him.  Fellowship,  accosted  as  he  passes  over  the  stage,  is 
full  of  assurances,  for  which  he  wilt  not  be  thanked  : 
'  Shewe  me  your  grefe,  and  say  no  more.' 

But  a  mention  of  the  service  required  soon  brings  a  change 

over  his  professions : 

'  For  no  man  that  is  lyvnge  to  daye 
I  wyll  not  go  tha.t  lothe  journaye. 
Not  for  the  &der  that  begate  me — ' 

though  he  is  quite  at  Every-man  s  service  for  a  dinner  or 
a  murder,  or  anything  of  that  sort.  When  he  has  departed, 
and  Every-man  has  made  a  similarly  futile  appeal  to  two 
associates  called  Kynrede  and  Cosin,  he  calls  to  mind  one 
other  friend  whom  he  has  loved  all  his  life  and  who  will 
surely  prove  true  to  him  in  his  distress.  '  Goodesl  as  this 
abstraction  is  called — '  Property '  would  be  the  modern 
equivalent — was  doubtless  represented  on  the  stage  by 
some  grotesque  all^orical  figure : 

'Who  calleth  me?  Every-man?  vhat  hast  thou  to  haste? 
I  lye  in  comers  trussed  and  pyled  so  bye, 
And  in  chestes  I  am  locked  so  fastc. 
Also  sacked  in  bagges,  thou  mayst  se  with  thyn  eye, 
I  can  not  styre ;   in  packes  lowe  1  lye. 
What  wolde  ye  have,  lightly  me  saye.' 

But  althoi^h,  with  the  self-confidence  of  capital.  Goods 
avers  that  there  is  no  difficulty  in  the  world   which  he 

the  style  of  this  morality  (the  allusion  to  the  Dance  of  Death  will  not  be 

overlooked) : 

'  Etnty-mati.  O  Dethe,  thou  comest  whan  I  had  the  leett  in  mynde, 

In  thy  power  it  lyeth  me  to  save. 

Yet  of  my  good  wyll  I  gyve  the,  if  thou  wil  be  kynde. 

Ye  a  Ihousande  pounde  shalte  thou  have. 

And  dyffere  this  mater  tyl  another  daye. 
Daiu.    Every-man,  it  may  not  be  by  no  waye. 

I  set  not  by  gold,  sylvcr,  nor  lychesse, 

Not  by  pope,  emperour,  kynge,  duke,  ne  prynccs,'  SiC 
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cannot  set  straight,  Every-man's  difficulty  is  uDfortuoately 
not  one  this  world  can  settle.  He  has  therefore  in  despair 
to  fall  back  upon  the  very  last  of  the  friends  of  whom  he 
can  think,  his  Good-Dedes.  Good-Deeds  answers  that  she 
is  so  weak  that  she  can  barely  rise  from  the  ground,  where 
she  lies  cold  and  bound  in  Every-man's  sins.  Yet  not  only 
will  she  respond  to  his  entreaty,  but  she  will  bring  with 
her  Knowledge,  her  sister,  to  help  him  in  making  'that 
dredeful  rekenynge.'  Knowledge,  by  whom  we  may 
suppose  to  be  meant  the  discreet  and  learned  advice  which 
religion  has  at  her  service,  declares  her  willingness  to  stand 
by  Every-man  at  the  judgment-seat,  and  meanwhile  by 
her  advice  he  addresses  himself  to  Confession,  who  bestows 
on  him  a  precious  jewel, 

'  Called  penaunce,  voyder  of  adversyte.' 

His  passionate  prayer  for  mercy  to  God  and  to  Mary  for 
her  intercession  has  the  effect  of  restorii^  Good-Deeds  to 
health  and  strength,  so  that  she  can  accompany  him  before 
the  judgment-seat.  The  allegory  hereupon  becomes  more 
directly  didactic,  showing  how  Every-man  disposes  of  half 
his  possessions  in  charity  by  his  last  will  and  receives 
extreme  unction,  while  his  Five  Wits  or  senses  discourse 
on  the  dignity  of  the  priesthood  and  on  the  Seven  Sacra- 
ments of  which  it  is  the  guardian.  On  the  return  of  the 
shriven  Every-man  the  action  recovers  its  human  interest. 
As  he  begins  his  last  journey,  a  mortal  weakness  comes 
over  him^;  one  after  one  his  companions — Beauty,  Strength, 
Discretion,  the  Five  Wits — take  their  leave,  Good-Deeds 
and  Knowledge  alone  holding  out  by  him  in  accordance 
with  their  promise.  And  so  he  dies,  and  Knowledge 
announces  that  he  has  suffered  what  we  shall  all  suffer ;  that 
Good-Deeds  shall  make  all  sure;  and  that  the  voices  of 

>  'Alas I    I  Bm  so  bynl  I  raay  not  sUnde, 
My  lymmes  under  me  dolh  folde ; 
Frendes,  let  us  not  tourne  tgayae  to  this  lande, 
Not  for  all  the  worldes  g:t>lde; 
For  in  to  this  cave  muat  I  crepe. 
And  touroe  to  erthe  and  there  to  slepe.' 
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aDgels  are  even  now  welcoming  the  ransomed  souL  And 
as  an  angel  descends  to  carry  it  heavenward,  a  personage 
called  Doctor  epitomises  the  lesson  which  the  action  of  the 
play  has  illustrated. 

There  can  of  course  be  no  pretence  that  the  effect  of 
this  action  is  otherwise  than  impaired  by  its  repetitions,  its 
.  lengthiness,  and  its  purely  didactic  passages.  But  the 
work  calls  itself  a  '  treatyse '  in  the  very  MS.  in  which  it  is 
preserved  to  us ;  and  though  it  may  not  have  been  written 
with  a  controversial  intention,  it  was  manifestly  intended  to 
uphold  much  of  the  specific  teaching  of  the  Church  of 
Rome  on  the  efficiency  of  works  for  salvation,  on  the 
mediatic^  influence  of  the  Blessed  Virgin,  on  the  Seven 
Sacraments,  on  the  use  of  Confession  and  Penance,  and  on 
the  authority  and  dignity  of  the  priesthood — as  to  which 
last  the  language  of  the  author  is  ecstatic'.  But  this 
tendency  and  its  effects  seem  incidental  only  in  contrast 
with  the  sustained  force  of  the  general  action  and  the 
simple  solemnity  with  which  it  is  carried  through  from  first 
to  last,  unmarred  by  a  trace  of  frivolity  or  vulgarity,  and 
yet  coming  straight  home  from  Every-man  to  every  man. 
The  whole  pitiful  pathos  of  human  life  and  death  is  here, 
and  with  it  the  solution  of  the  problem  which— theolc^ical 
controversies  apart — has  most  enduringly  commended  itself 
to  mankind.  What  wonder  that  a  morality  which  is 
successful  in  bringing  these  things  before  hearers  and  readers 
should,  by  a  consensus  of  opinion  to  which  I  know  of  no 
exception,  be  regarded  as  the  flower  and  crown  of  the 
literary  species  to  which  it  belongs  ? 
1  If  Every-man  is  the  production  of  Catholic  piety,  the 
teachings  of  the  Reformation  are  reflected  with  the  utmost 
distinctness  in  Lusty  ^uveritus  *.  This  morality  was  written 
in  the  reign  of  Edward  VI,  and  breathes  the  spirit  of  the 
dogmatic  reformation  of  the  Protector  Somerset*.  Nothing 

'Thus  be  they  [pricsls]  above  aungells  in  degree.' 
*  PriDtcd  in  Ihe  new  edition  of  Dodsley,  vol.  i,  and  in  Hawkins,  vol.  i. 

BcD  JoDBon  refers  to  this  morality  in  Hu  Dtvil  is  ait  Aaa,  Act  i.  Sc.  t. 
'  See  Ihe  concluding  lines,  where  a  prayer  is  offered  for  the  king  and  those 

of  the  notnlity 
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is  known  of  its  author  except  the  name — R.  Wever-  Yet 
in  spite  of  its  abundant  theology,  includiog  an  exposition 
of  the  doctrine  of  justification  by  faith,  it  is  neither  ill 
written,  nor  ill  constructed  ^,  Lusty  Juventus  is  the  repre- 
sentative of  that  younger  generation  to  which  the  author 
hopefully  looks,  for  he  makes  the  Devil  say, 

'Oh,  oh,  fill  well  I  know  the  cause 
That  my  estimacion  doth  thus  decay; 
The  olde  people  would  beleve  stil  in  my  lawes, 
But  the  younger  sort  lead  them  a  contrary  way ; 
They  wyll  not  beleve,  they  playnly  say. 
In  old  traditions  and  made  by  men. 
But  they  wyll  lyve  as  the  scripture  teacheth  them.' 

Thus  Lusty  yuventus,  who  opens  the  play  with  a  pretty 
lyric  to  the  refrain, '  In  youth  is  pleasure,  in  youth  is  plea- 
sure,' is  speedily  converted  by  the  teachings  and  preachings 
of  Good  Councel;  and  to  bring  him  back  from  these  the 
Devil  has  to  call  in  Hipocrisye  to  his  aid.  Hipocrisye  en- 
courages the  faltering  fiend  by  a  long  and  vigorous  speech, 
in  which  he  praises  his  stock-in-trade  of 

'Holy  lyre,  holy  palme, 
Holy  oyle,  holy  creame. 
And  holy  ashes  also; 
Holy  bnmches,  holy  ryn^es, 
Holy  ktiehnge,  holy  sensynges, 
And  a  hundred  trim  trams  mo.' 

We  have  here  the  full  Puritan  hatred  of  those  parapher- 
nalia of  Roman  Catholic  worship  and  ritual  upon  which 
Somerset  and  his  Commission  made  merciless  war— the 
feeling  which  made  Spenser  introduce  Superstition  as  an 
old  woman  mumbling  over  her  beads,  Idleness  as  a  monk 
with  his  useless  breviary,  and  the  Evil  One  himself  now  as 
a  monk  and  then  as  a  pilgrim.  With  the  aid  of  a  frail 
female  called  AbkominabU  Livittg,  Hipocrisye  succeeds  in 

'  whom  his  grace  hath  authorised 
To 'nuynteyne  the  publike  wealthe  oser  us  and  them,' — 
L  e.  the  Council  of  State. 

'  Perhaps  it  may  be  regarded  as  evidence  of  its  enduring  popularity  that 
in  as  late  a  play  as  Thomas  Heywood's  Wiai  IVoman  cf  HogsdoH  (pr.  163S) 
a  gsllant  is  apostrophised  as  '  Lusty  Juventus '  (Act  iv). 
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leading  Juventus  astray.     The  lyric  which  the  tempters 
sing  is  very  pleasing,  especially  the  stajiza, — 

'  Do  not  the  flowers  spryrge  freshe  and  gaye, 
Plesaunt  and  swete  in  the  month  of  Maye? 
And  when  their  time  cometh,  they  &yde  awaye. 
Report  me  to  you,  reporte  me  to  you.' 

The  hero  is,  however,  finally  recovered  by  Good  Councel, 
the  exhortations  of  the  latter  being  supported  by  a  per- 
sonage who  is  called  God's  Mercyfull  Promises '  and,  dis- 
coursii^  in  accordance  with  his  name,  expounds  the 
Lutheran  doctrine  of  Justification  by  Faith. 
lttitrh4dtof  The  Interlude  of  Youth*,  though  resembling  Zoj/y 
("MS  Juventus  in  subject  as  well  as  in  title,  is  less  elaborate, 

art.).  and  manifestly  the  work  of  a  Catholic  author  *.     The  con- 

tention for  the  guidance  of  Youth  here  lies  between  Charity 
and  Humility  on  the  one  hand,  and  Pride,  Riot  and  Lechery 
on  the  other.     There  is  little  or  nothing  of  a  controversial 
tone  in  this  piece ;   and  altogether  this  morality  may  be 
said  to  be  distinguished  by  unusual  gracefulness  and  ease 
of  manner.     It  was  doubtless  comoosed  in  Queen  Mary's 
reign. 
Kenaaeitta       Besides  these  moralities  of  a  religious  tendency  may  be 
mora  itits.    ^qj jj-gj  ^^q  Others — probably  belonging  to  the  early  part  of 
the  Reformation  period — which  remind  us  of  the  wideness 
and  variety  of  the  rai^e  of  ideas  opened  to  the  literary 
mind  by  the  Renascence  movement.     The  interlude  of  The 
Rasiiirslfi  Nature  of  the  Four  Elements^  is  a  genuine  curiosum.     It 
Humour      '^^  printed  in  1519  by  Rastell,  and  possibly  written  by  him  ; 
EUttunis     the  date  of  its  composition,  if  a  passage  referring  to  the 
("517-9)-     discovery  of 'newe  londs'  as  having  occurred  '  within  this 
XX  yere '  is  to  be  taken  quite  literally,  may  be  ascribed  to  the 
year  151 7  '.     The  lesson  which  it  is  designed  to  teach  is  the 

>  See  belon  aa  to  Bale's  play  bearing  a  similar  name. 

»  Printed  in  vol,  ii,  of  Mr.  Hailitt'a  Dodaley. 

'  See,  besides  Charily's  opening  speech,  the  allusions  to  the  Virgin,  and 
Humiiiiya  gift  of  a  rosaiy  to  Youl/i, 

'  Printed  in  vol.  i.  of  Mr.  Hazlitc's  Dodsley. 

•  '  Anericus,'  to  whom  the  author  ascribes  the  discovery,  sailed  from  Cadii 
in  1497  (cf.  Collier,  a.  391,  nott). 
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advantage  of  the  pursuit  of  science,  which  is  ui^ed  upon 
Humanity  by  Natura  Naturata  (i.e.  Created  Nature), 
Studious  Desire,  and  his  friend  Experience,  while  he  is 
tempted  astray  by  Sensual  Appetite,  assisted  by  the  con- 
crete presence  of  a  Tavemer,  and  Ignorance  (with  a  song^). 
First,  Humanity  goes  through  a  course  of  astronomy,  and 
after  an  interval  of  relaxation  resumes  his  studies  on  the 
subject  of  the  rotundity  of  the  earth  under  the  guidance 
of  Experiente,  a  travelled  cosmt^rapher.  But  Ignorance 
intervenes  with  his  medley ;  and  in  the  end  (which  is 
imperfect)  Nature  is  left  givii^  counsel  to  Humanity  to 
continue  his  studies,  although  he  may  now  and  then  '  for 
his  comfort '  have  to  satisfy  his  sensual  appetite.  Thus  the 
close  of  this  well-meant  endeavour  seems  to  have  been  as 
flat  as  its  exordium  is  sobering*. 

John  Redford's  morality  of  Wyt  and  Sei^nce^  vizs\]keivi]s&  Rtd/onfi 
composed  in  the  reign  of  Henry  VIII,  but  in  its  later  part.  ^J^^ 
This  morality  resembles  the  preceding  in  its  endeavour  to  [Hmf-Hm. 
enforce  the  value  of  well-digested  and  well-applied  learn-  ^^     " 
ing ;  the  principal  characters  are  Wit,  Science  and  ^father 
Reson'  without  whom  Wit  is  impotent,  and,  on  the  other 
side,  Idlenes,    Ignorance    and    Tediousnes.      There    is    an 
amusing  scene,  in  which  Ignorance  is  put  through  a  spell- 
ing-lesson by  Idlenes,  the  word  which  he   is  set  to  spell 

'  Consisting  of  a  series  of  quotations  from  popular  ditties.  Igaoranct  is 
an  upholder  of  plain-song  imtsms  prick-song  (melody  veraua  counterpoint); 
and  observes  that  it  is 

'  as  good  to  say  plainly 

As  give  me  a  spa,  ve,  va,  ve,  va,  ve,  vade.' 
*  We  have  to  deplore  the  loss  of  eight  pages  in  the  middle  of  this  morality 
(in  the  course  ofExpmttKta  scientific  demonstration)  ;  but  the  author — or 
printer — expressly  observes  that  when  the  piece  ia  played  '  yc  may  leave  out 
much  of  the  sad  matter,' without  spoiling  the  consistency  of  the  construction. 
He  dearly  (see  also  the  close  of  the  Messenger's  prologue)  did  not  feel  quite 
sure  of  fais  public,  and  took  care,  like  other  preachers  o(  popular  science  alter 
him,  to  put  a  little  alloy  into  his  silver.  Criticism  is  disarmed  by  the 
excellence  of  his  intentions,  which  announce  themselves  already  in  a  kind  of 
syllabus,  notifying  the  principal-scientific  truths  to  be  found  in  the  play  side 
1^  side  with  the  dramatis  ptraoitai.  The  deacription  of  the  regions  of  the 
Hew  World,  which  had  been  recently  discovered,  Labrador  (1497),  and 
Virginia  (1503^,  the  former  in  particular,  arc  not  without  interest. 
■  Edited  by  Halliwell  for  the  Shaii^itart  Soatiy't  PubHaUiimt,  1B4S. 


D.q.tizecbvGoOglc 


198  ENGLISH  DRAMATIC  LITERATURE  [cH. 

being  Ingland,    The  density  of  Ignorance,  and  his  rustic 
speech,  are  extremely  diverting  *. 
John  To  the  reign  of  Henry  VIII  also  belongs  the  solitary 

(b  i*So      extant  dramatic  work  of  a  writer  who,  notwithstanding 
ri'-c.\  the  admirable  edition  of  his  works  which  we  possess  ^,  has 

hardly  as  yet  received  the  degree  of  attention  to  which 
his  merits  entitle  him.  Skelton,  as  was  inevitable  id  such 
a  career  as  his,  brought  down  upon  himself  the  ill-will  of 
literary  as  well  as  political  contemporaries  ;  he  was  sneered 
at  by  Barclay,  and  persecuted  by  Wolsey.  But  his  repu- 
tation' has  suffered  from  the  defective  sympathy  of  Warton, 
the  orthodox  indignation  of  Johnson,  and  the  epigrammatic 
unfairness  of  Pope.  Skelton  is  extremely  and  ostentatiously 
coarse ;  but  it  cannot  be  said  of  him  that  he  panders  to  vice 
or  prostitutes  himself  to  the  service  of  immorality.  The  ends 
of  his  satire  were  in  the  main  moral ;  and  its  tendency  was 
in  full  sympathy  with  the  great  movement  of  his  age. 
His  rime,  as  he  says  himself,  'hath  in  it  some  pith ';  and 
there  is  life  in  his  '  tumbling '  verse-  His  political  note  is 
the  hatred  of  ecclesiastical  domination  which  was  one  of 
the  motive  forces  of  the  Reformation ;  his  literary  note  is 
the  return  to  natural  sense  and  vivacity  which  was  one  of 
the  mainsprings  of  the  Renascence*. 
SMion'i  Skelton's  'goodly  interlude  and  mery'  oi MagT^fycence 

'm^'^&ttr  **^  certainly  written  after  the  year  liis".     In  construction 

I  yhe  coslume  of  Ignorence,  who  is  'deckt  lykc  a  very  «s»e,'  resembles 
thnl  oiAntrit  in  the  French  farce  Sciimn  tt  Anerit.  See  Fournier,  p.  334; 
but  I  do  not  know  what  authority  there  is  for  the  details  of  t£e  adndnble 
illustrations  to  this  volume. 

*  Till  Pottiatl  IVorhs  of  John  SMtrM  :  with  nolts  and  aamt  aaouni  nftht 
aulAor  ami  /as  ariMgs,  by  the  Rev.  Alexander  Dyce.     a  vols,,  1843. 

*  Puttenham  (1589)  simply  speaks  of  him  as  '  1  wot  not  for  what  great 
worthines  surnamed  the  Poet  Lautwal,' 

*  Ben  Jonson,  who  seems  to  have  been  thoroughly  familiar  with  Skelton's 
works,  introduces  him  io  pervon  into  his  Aniimasque  of  Tht  Forttmalt  IsUs. 
He  had  already  appeared  as  presenter,  manager,  and  aclor  in  Munday's 
DowM/all  of  Rabtri  Eari  <^  HunHngdon.  where  the  Skettonical  verse  is 
imitated  (cf.  iitfru'). —  In  later  times,  justice  was  already  done  to  Skelton 
by  the  author  of  the  Curiosilits  of  Littratun.  Hiss  Stricktsnd  discerned 
in  the  early  intimacy  between  Henry  (VIII)  and  Skelton  the  probable 
foundation  of  the  grossest  crimes  of  the  royal  pupil. 

*  This  appears  from  an  allusion  to  a  dead  '  Kynge  Lewes  of  Fraunce '  as 
famed  for  Iwrgcsse,  who  must  be  Lewis  XII. 
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and  purpose  it  has  nothing  to  distinguish  tt  from  earlier 
moralities.  Its  object  is,  as  one  of  the  characters  states  at 
the  close,  to  offer 

'  A  playne  example  of  worldly  vayi^ory, 
Howe  in  this  world  there  is  no  sekemesse, 
But  fallyble  flatery  enmyxyd  with  byttemesse.' 

Magnyfycence,  the  hero  of  the  allegory,  is  seduced  by 
a  company  of  false  friends,  among  whom  are  Counterfeit- 
countenance,  Crafty-conveyance,  Cloked-collusion,^ad  Courtly- 
aiusion,  into  a  life  without  measure,  such  a  life  as  the 
introduction  to  the  main  action  has,  on  the  authority  of 
'  Oracius,'  stigmatised  aa  leading  to  ruin.  He  accordingly 
becomes  associated  with  Adversity  and  Poverty,  and  then 
with  Despair  and  Mischief,  the  latter  of  whom  advises  him 
to  commit  suicide ;  but  he  is  recovered  by  Good-kope,  and 
with  the  aid  of  Redress,  Circumspection,  and  Perseverance, 
brought  to  recognise  the  error  of  his  ways,  and  to  follow 
above  all  the  exhortation, '  to  knowe  him  selfe  mortall,  for 
all  his  dygnyte/  '  not  to  set  all  his  affyance  in  Fortune  full 
of  gyle,'  and  to  '  remember  this  lyfe  lastyth  but  a  whylc' 
The  teaching  of  this  morality  was  singularly  appropriate  to 
the  extravagant  and  arn^nt  age  to  which  it  was  addressed ; 
but  contrary  to  his  practice  in  his  Satires,  Skelton  abstains 
from  any  personal  applications.  The  merit  of  the  play 
consists  in  the  vigour  and  vivacity  of  its  diction.  The 
author  gives  free  utterance  to  the  wealth  of  his  vocabulary ; 
the  rhymes  are,  as  in  his  Satires,  frequently  happy  and 
ingenious,  and  he  freely  permits  himself  to  lapse  into  the 
short  irregular  lines  which  he  loved.  Upon  the  whole,  the 
dignity  of  the  morality  is  well  sustained,  but  there  are 
occasional  passages  of  a  lighter  character,  and  a  lyric  song 
by  Lyberte  is  introduced,  further  to  relieve  the  monotony  of 
the  piece,  i  In  one  speech  (that  in  which  Magnyjycence 
exults  at  the  he^ht  of  his  prosperity)  we  are  reminded  by 
the  general  manner  and  by  the  alliteration  of  the  tirades  of 
the  Herods  and  Pilates  in  the  Mysteries*.  The  learning 
with  which  Skelton  was  stuffed  full  is  not  always  lightly 
^  '  I  dre4e  do  dauDg«r,  I  dawnce  all  in  deljrte. 
Uy  name  b  Uagnjfycence,  nun  moat  of  miglit, 
VOL,  I.  K 
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applied,  and  in  truth,  had  the  scholarship  of  the  Renascence 
been  able   to  master  the  beginnii^  of  our  drama,  they 
would  have   nm    some  risk  of  being  smothered  in  the 
process. 
Oiher  Besides  this  morality,  Skelton,  as  he  tells  us  in  his  Gar- 

^^?^  lande  of  Laurell,  produced  '  of  Varlu  the  souerayne  enter- 
SheiioH.  lude,'  and  a  'commedy,  Achademios  caltyd  by  name.'  Both 
of  these  are  lost ;  and  the  loss  of  the  latter  is  perhaps  to  be 
especially  regretted,  since  it  probably  contained  satirical  re- 
marks on  the  education  of  the  age,  resemblti^  those  which 
Skelton  introduces  in  his  odd  satire  of  Speke,  Parrot^i 
A  fourth  play  by  the  same  author,  Nigromansir  (i.e. 
Necromancer),  now  also  lost,  had  been  seen  by  Warton. 
From  his  account^,  it  seems  to  have  been  an  attack,  in 
a  dramatic  form,  on  some  abuses  in  the  Church,  'yet  not 
without  a  due  regard  to  decency,  and  an  apparent  respect 
for  the  dignity  of  the  audience.'  The  story  or  plot,  Warton 
further  informs  us,  is  the  trial  of  Simony  and  Avarue;  the 
Devil  is  the  judge,  and  to  his  jurisdiction  the  culprits  are 
consigned.  The  chief  use  of  the  personage  giving  his  name 
to  the  play  is  really  to  speak  the  prologue,  in  which  he 
summons  die  Devil — who  kicks  him  for  his  pains,  objecting 
to  being  called  so  early  in  the  morning".  Latin  and  French 
are  stated  to  have  been  freely  introduced  into  this  piece,  in 
the  ^^(TCiJ-Renascence  manner  so  typically  represented  by 
its  author. 

It  would  not  have  suited  the  temper  of  King  Henry  VIII 
at  any  time  in  his  reign  to  allow  so  direct  a  dramatic 
lesson  to  be  read  to  his  lieges  as  that  which  a  con- 

Hcrcules  the  hardy,  with  hii  atobbume  clobbyd  mase. 
That  made  Cerberus  to  cache,  the  cur  dog^  of  bell. 
And  Thesiua,  that  prawde  was  Pluto  to  face, 
It  wolde  Dot  become  them  with  me  for  to  mell,'  Sec. 
*  Skehon,  wbo  '  Icrnyd  to  spelle '  Henry  VI II  himaelf,  and  whom  Erasmus 
described  as  '  unum  Britannicanim  literanun  lumen  ac  decus,'  was  laureate 
of  bath  the  Engli^  Universities,  as  well  as  of  Louvain. 

'  History  of  EngtUk  Pottry,  sec.  xxziit.  //  Ntgnmtantt  is  the  title  of 
a  comedy  by  Ariosio. 

'  I  cannot  perceive  in  this  a  proof  that  plays  were  acted  in  the  morning. 
At  all  events  they  were  not  acted  before  the  hours  when  gentlemen  were  in 
the  babit  of  rising. 
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temporary  Scottish  poet  was  allowed  to  put  into  this  form 
in  order  to  attract  the  public  ear  with  the  aid  of  the 
public  eye.  I  leave  aside  any  attempt  to  put  together 
what  data  remain  as  to  early  dramatic  performances  in 
Scotland  ^,  inasmuch  as  they  seem  as  a  whole  to  be  without 
claims  upon  the  attention  of  any  but  specialist  students. 
The  earliest  Scottish  religious  play  of  which  we  have  any 
information,  the  Haliblude,  was  acted  at  Aberdeen  in  1445, 
and  may  from  its  name  be  conjectured  to  have  been  of 
a  kind  which  specially  provoked  the  Scottish  Reformation, 
about  a  century  later,  to  put  a  stop  upon  all  dramatic 
growths  whatever  within  the  range  of  its  censure.  It  is  Lyndsay'i 
all  the  more  interesting  to  observe  that  Sir  David  Lynd-  j^^^ 
say's  morality,  entitled  Ane  Satyre  of  ike  thrie  Estaits,  Esiaia. 
which  in  vigour  and  variety  far  outstrips  any  contemporary 
or  analogous  English  effort,  was  distinctly  designed  to 
commend  and  encourage  the  Reformation  movement  It 
was  acted  at  Cupar  in  15351  and  performed  on  more  than 
one  subsequent  occasion  ;  an  eye-witness,  who  saw  it  acted 
at  Edinburgh  in  i554i  before  the  Queen-Mother  (Mary  of 
Guise,  who  for  a  time  winked  at  the  new  doctrines),  states 
that  the  performance  lasted  from  '  nyne  houris  afoir  none 
till  sex  houris  at  evin.'  I  add  some  account  of  this 
remarkable  work  in  a  note  rather  than  in  my  text,  because, 
although  the  '  Lowland  Scotch '  in  which  it  is  written  is 
of  course  nothing  but  an  English  dialect ',  the  particular 

*  For  in  account  of  the  beginnings  of  the  dnuna  in  Scotland  see  Dr.  D. 
Irving,  TAt  Hisloty  of  ScotHih  Portty,  ed.  Dr.  J.  A.  Carlyle,  1861,  chaps,  xvi. 
and  xxi.  The  latter  chapter  mentions,  as  more  nearly  approaching  to  the 
modem  drama,  Ljndsay's  morality,  a  play  celled  PMHoIhs,  printed  it 
Edinburgh  in  1603,  and  abaurdl;  attributed  to  John  Heywood.  See  Halli- 
well,  DiaioMary  of  Oid English  Plays,  194.  See  also  Dr.  Irving's  DisstriatioH 
OH  t/it  Earfy  Scolfish  Drama  in  Hit  Lioa  of  Ikt  Scottish  Ports,  i.  197-393. 
Ur.Lecky,  History  qf  England  in  lAt  EigiitmiACmhiry,  a.  8B,asKrt&Q)tt  no 
theatre  was  opened  in  Scotland  before  1706. 

*  See  the  passage  in  Part  II,  where  Lyndsay  adds  to  ■  quotation  from 
St.  Paul,  '  j^'  mm  ltd/oral  hoh  tKandiuil'  (a  Tlusaalomtna,  iiL  10),  the 

'This  is,  in  Inglische  touDg,  or  teit: 


The  une  Scriptural  quotation  is  made  in  the  French  MoraKli  Pfettvdi*  Aa 
Enfiins  di  Matnitmait,  Atw.  Th,  Fr.  iii.  14. 

K  a 
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literature  of  which  it  forms  part  continued  for  many  a  gener- 
ation afterwards  to  run  Its  course  apart  from,  and  without 
influence  upon,  the  main  stream  of  English  literature '. 
With  certain  exceptions,  to  be   noted  below,  the   pre- 

*  Sir  David  Lyndany's  Satyrt  o/thithrit  Eslails  at  tommtHiation  ofVtiitai 
and  VHvptratioH  of  Vyct  (printed  at  Edinbur^  in  i6oa)  is  reprinted  in 
Chalmers'  edition  of  Lynduy's  Pottiad  Works,  aod  was  edited  far  the  £01^ 
EngBsli  Ttxl  SocMy  ia  1869  by  Dr.  Fitiedward  Hall.  Lyndaay  was  the 
faithful  servant  and  intimate  counsellor  of  bis  sovereign,  James  V,  whoni  be 
had  anxiously  tended  as  a  child,  and  whom  his  sympathy  and  advice  con- 
sistently supported  as  a  man.  This  intimacy  accounts  for  the  extraordinaiy 
outspokenness  which  the  author  of  this  morality  permitted  himself.  It  exposes 
with  the  utmost  ardour  and  freedom  the  existing  abuses  in  the  State,  and 
more  particularly  in  the  Church.  The  play  (for  a  more  complete  analysis  of 
which  see  H.  Morley,  Fuvf  SMdi  1^ English  LiUratun,  pp,  171-6)  is  divided 
into  two  Parts,  of  which  '  the  best  pairt,'  as  the  author  saya,  or  at  all  events 
the  most  eiplicil,  is  the  Second.  The  earlier  Part  resembles  many  of  the  Eng- 
lish moralities,  although  it  is  written  with  greater  spirit  and  force  than  any  of 
these  with  which  I  am  acquainted.  Kmg  HumanMi,  thehero  of  the  action,  is 
seduced  by  StttSHolili  and  her  belpmBtea.  Cm^CminM// and  his  companions 
are  resisted  by  Disseil,  FlaHerit,  and  Faint,  who  appear  as  the  Vices,  and 
who  assume  disguises  (^Flailtry  that  of  a  friar).  TTiey  put  Verify  in  the 
stocks,  after  eiclaiming against  the  New  Testament 'in  English  touug,'  which 
she  holds  in  her  hauds  ;  but  Diuiiu  CerrteHon  at  last  brings  the  king  to  a 
better  mind,  and  Stnsuality  takes  her  departure  to  the  lords  of  the  Spirituality, 
who  have  previously  refused  to  have  anything  to  do  with  Ckastify. 

Already  in  the  first  part,  some  characters  of  a  popular  kind  are  introduced, 
whose  fooling  is  carried  on  with  the  utmost  licence  (LynSsay's  muse  is  at 
times  very  unmannerly).     The  second  part  commences  with  the  complaints 
otPaufitr,  who  is  seeking  a  remedy  by  law  against  the  exactions  unposed 
upon  him  by  clerical  hands,  for  he  is,  as  DiUgmct  informs  him, 
'The  daftest  fuill,  that  ever  I  saw; 
Trows  thou,  man,  be  the  law  to  get  remeid 
Of  men  of  kirkt    Na.  nocht  till  thou  be  deid.' 
So  he  lies  down  in  despair  ;  and  a  Pardoner  appears,  by  name  'schir  Robert 
Rome-iaker,'  who  gives 

'To  th«  devill,  with  good  intent, 
This  unsell  wickit  New-testament 
With  thame  that  it  translaitit ' ; 
prays  '  to  the  rude,'  that 

'  Martin  Luther,  that  bis  loun. 
Black  Bultinger,  and  Melanchthoun 

Had  been  smorde  in  their  code'; 
and  cries  his  own  'gdr,'  administering  a  penance  to  a  'sowtar'  (shoemaker) 
and  his  wife,  and  selling  a  thousand  years'  pardon  to  Pauptr  for  his  last 
groat.    But  /Viu/><r  repents  him  of  his  bargain,  and  a  free-fight  ensues,  in 
which  the  relics  are  thrown  into  the  water. 

After  this  borse-play  the  more  serious  part  of  the  morality  commences. 
The  Three  Estates  appear  before  the  king ;  and  the  representative  of  the 
Bufiering  people,  Jokm  thi  CainmoH-wtiil,  comes  forward  with  his  complaints. 
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dominant  purpose  of  the  English  moralities  produced  LaUr 
during  the  Tudor  reigns  remains,  in  accordance  with  the  ^^J^^j. 
broad  meaning  of  the  term,  moral  teaching.  Thus  The  Thi  Triall 
TriaU  of  Treasure  (first  printed,  apparently  in  two  editions,  ^"^^ 
in  1567 ')  furnishes  no  evidence  as  to  whether  it  was  written 
by  a  Catholic  or  a  Protestant.  It  is  however  interesting 
in  more  than  one  respect.  Its  most  distinctive  feature 
ia  the  learning  of  its  author,  who  displays  ao  equal 
familiarity  with  biblical  and  with  classical  lore.  The 
prologue  illustrates  the  doctrine  of  the  vanity  of  human 
self-indulgence  from  the  philosophy  of  Diogenes  and  from 
the  Epistle  of  St.  James.  Classical  allusions  and  quotations 
are  frequent,  and  we  are  evidently  here  confronted  by 
a  genuine  scholar  of  the  Renascence.  But  he  is  also  fond 
of  lyrical  efforts,  which  abound  in  the  piece,  and  are  chiefly, 
though  not  uniformly,  of  a  merry  description.  The  TriaU 
of  Treasure  signifies  the  testing  by  experience  of  the  vanity 
of  confiding  in  earthly  prosperity ;  the  hero  of  the  morality, 
Luste,  being  misled  by  evil  counsellors,  Inclination  the 
Vice  among  the  number  (upon  whom  a  bridle  is  literally 
placed  by  Sapience  and  Juste),  gives  himself  up  to  the 
love  of  Treasure  and  the  friendship  of  Pleasure,  but  Gods 
Visitation  comes  upon  him,  and  finally  Time  reduces  him 
and  his  paramour  to  naught '. 


sumnuiy  meuurcs  of  punishment  adopted  xgainat  the  adversaries  of  social 
and  religious  reform.  Not  fewer  than  two  sermons  are  preached,  one  by 
the  AxAwr  and  another  bjr  FoUy;  but  previously  to  the  latter.  Acts  have 
been  passed  and  proclaimed  comprebending  the  necessaiy  changes  in  the 
state  of  the  commonwealth.  Undoubtedljt,  the  great  length  of  the  second 
division  of  this  morality  renders  it,  as  DUigtna  avows  in  his  short  epilogue, 
'sum  part,  tedious';  but  the  distinctness  and  earnestness  of  its  serious 
passages  are  its  most  striking  cbaiacteriscics,  the  fun  and  grossness  of  the 
comic  passages  having  evidently  been  introduced  as  a  foiL  Altogether,  this 
dramatic  satire  is  one  of  the  most  noteworthy  of  Lyndsay'a  works,  and  by  fiu- 
tfae  most  elaborate  as  well  as  in  its  way  the  most  powerful  of  all  our 
mediaeval  moralities. 

>  Edited  for  the  Percy  Society  {PtMieatiofu,  voL  xxviii)  by  Hr.  J.  O,  Halli- 
well  (1650), and  printed  in  Hr.  Hazlitt's  Dodaley,  vol  iii. 

*  It  may  be  noted  that  GrttJy-GtitIt,  one  of  the  companions  at  Ltuttin  this 
morality,  uses  the  rustic  dialect  which  resppcan  in  so  many  of  our  old  ploys, 
and  ia  employed  by  both  Peele  and  Shaksperc. 
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^'rtuh'       Ulpian  Fulwel's  Like  wit  to  Like  quod  the  Devtl  to  the 
iBiiHoLitt,  Colier '  (printed  in  1568)  exhibits  with  a  very  robust  realism 
^fis^        the  pemicioua  results  of  riotous  living.     The  Collier,  irfio 
is  introduced  to  the  tune  of '  Tom  Collier  of  Croydon,'  plays 
merely  an  incidental  part  in  the  piece,  emblematical  of  the 
irresistible  force  of  natural  affinities '.     As  he  is  attracted 
by  the  Devil,  so  Nichol  Newfai^le,  the  Vice  of  the  play, 
who  was  'bound  prentice  before  fais  nativity  to  Lucifer 
himself,'  draws  into  his  company  a  congenial  crew,  con- 
sisting of  Ralph  Roister  (the  name  will  be  noted),  Tom 
Tosspot,  Hankin  Hangman,  and  so  forth.     After  an  abun- 
dance of  boisterous  fun  ^  ensue  moralisings  by   Virtuous 
Living,  Good  Fame,  Gods  Promise,  and  Honour,  and  the 
punishment  of  the  offenders  by  Severity  as  judge.    Hangman 
leads   off  Cuthbert   Cutpurse  and  Fierce  Pickpurse ;   and 
Nichol  Newfangle  rides  off  for  'a  journey  to  Spain'  on 
his  master's  back. 
ThtMar-         The  Marriage  of  Wiite  attd  Science*  (licensed  1569-70), 
Imaad      though  its   plot  and  chief  characters  are   borrowed  from 
Sdma(lK.  Redford's  earlier  morality  already  noted,  deserves  attention 
1569-70).    ^   j^  execution    altogether  one   of   the    most    advanced 
specimens  of  its  class.     The  excellence  of  the  diction  and 
versification  of  Nature's  opening  speech  prepare  the  reader 
for  a  production  of  well-sustained  literary  merit;  and  no 
better  example  could  be  given  of  a  well-constructed  and 
well-executed  morality  than  this  piece,  which  is  r^ularly 
divided  into  acts  and  scenes.     Of  the  lesson  which  it 
enforces  I  will  venture  to  say  that  it  is  thoroughly  sound 

>  Printed  ID  Mr.  HazUtt'i  Dodsley,  vol.  iii. 

i  <  Turn  Collier  of  Croydon  hath  sold  his  coals. 
And  made  hia  maHcet  today ; 
And  now  he  danceth  with  the  Devil, 
For  itice  will  to  like  alway.' 
The  character  of  Grim,  the  Collier  of  Croydon,  appears  in  Edwards'  Damott 
mtdPilhias,  and  gives  its  name  to  another  old  play  noticed  below.    Accord- 
ing to  Ritson.  quoted  by  Collier,  Crowley's  epigram  on  the  Colhtr  ofCroyJoM 
was  printed  in  1550  or  1551,     The  phrase  which  giva  its  title  to  the  play 
occurs  as  a  proverbial  expression  (scumlously  applied  to  the  '  precise  crew ' 
of  [he  godly)  in  Bunyan's  Lift  and  DtalM  of  Mr.  Badman  (i68a). 

■  Hangman's  drunkenness  manifests  itself  in  an  original  I^conioe  hexameter, 
and  in  his  dancing  '  as  evil.favoured  as  may  be  devised.' 
*  Printed  in  vol.  U.  of  HaiUtt'i  Dodsley. 
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and  sensible ;  and  there  is  a  genuine  enthusiasm  about  the 
tone  of  the  work  which  deserves  the  sympathy  of  every 
real  student. 

The  Marriage  of  Wit  and  Wisdom '  seems  likewise  to   Tht  Mar- 
belong  to  the  Elisabethan  moralities.     It  is  divided  into  ^^"-^ 
acts  and  scenes,  and  is  decidedly  one  of  the  liveliest  pro-   Wiadtm 
ductions  of  its  class.     There  is  considerable  reality  about  g^^^^ 
several  of  the  person^es,  among  whom  are  Snatch  and 
Catch,  two  vagabond  'soldiares'  who  have  'come  from 
Flushing  to  the  English  port' — characters  well  known  to 
the  comic  drama  of  the  Elisabethan  age.     Idleness,  who  on 
one  occasion  appears  as  a  priest,  is  the  Vice,  who  introduces 
himself  as '  the  flower  of  the  frying-pan,'  and  describes  his 
parentage    and    antecedents    in    the    following    nonsense 
rimes: — 

'  My  mother  had  ij.  whelps  at  one  litter, 

Both  borne  in  Lent ; 
So  we  ware  both  put  into  a  musselbote, 

And  came  sailing  io  a  sowes  yeare  ouer  sea  into  Kent.' 

The  Contention  belzveen  Liberalitie  and  Prodigalitie*  was   751, 
in  its  present  form  acted  before  Queen  Elisabeth  in  1600^,   Con'mio* 
but  may  very  possibly  be  a  revision  of  an  earlier  work.  L^btmUfy 
In  any  case,  the  style  is  unequal,  the  incidental  lyrics  being  ^^^°fj^ 
in  general  superior  to  the  dialogue.     The  action,  in  which   1600)^ 
several  concrete  personages  take  a  subsidiary  part,  is  upon 
the  whole  brisk,  showing  how  after  Prodigality  had  gained 
possession  of  Master  Money,  son  of  Dame  Fortune,  he  lost 
his  prize  by  his  recklessness  ;    how  Money  then  fell  into 
the  hands  of  Tenacity  (i.e.  Avarice,  who  talks  the  usual 
peasant's  dialect  of  tiie  stage) ;  how  Prodigality  then  set 
upon  Tenacity  in  the  high-road  and  robbed  him  of  Money ; 
and  how  Money  was  finally  delivered  out  of  the  hands 
of  his  tormentors  and  entrusted  to  the  care  of  Liberality; 

'  £dUed  by  HalliweU-Phillipps  for  the  S/utitsp.  Soc.  PuN.  (1846).  In  the 
tragedy  of  Sir  Thomiu  Mon  {yuii  aifra),  this  morality  is  selected  for  per- 
formance before  a  banquet,  as  a  play  within  the  play,  from  a  list  including 
with  it  Thi  CtadU  q/  Stamlu,  HU  naylt  0'  Hi  Htai,  ImpaNini  Poverty,  [Hey- 
wood's]  Tht  Four  Fs,  Dims  ami  Latarut,  and  Lit3(y  Juvtnlut.  Sec 
Collier,  it.  194. 

'  Printed  in  vol.  viii.  of  Hazlitt's  Dodsley. 

'  See  Act  v.  Sc.  5. 
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while  Prodigality  (this  is  the  effective  bit  of  realism  in  the 
play)  was  tried  and  sentenced  in  due  form,  but  in  mercy 
forgiven  part  of  the  penalty.  This  morality,  besides  being 
written  (or  revised)  by  a  scholar  evidently  desirous  of  show- 
ing his  scholarship,  is  not  devoid  of  a  rude  kind  of  intrinsic 
merit ;  but  it  is  not  a  little  curious  to  find  such  a  relic  of  the 
early  drama  performed  before  Queen  Elisabeth  at  a  time 
when  Shakspere  had  probably  produced  more  than  half  his 
plays. 
itoroMts  Althoi^jh  during  the  Tudor  period,  from  the  first  intro- 
iht'^^^  duction  of  changes  into  ecclesiastical  affairs  down  to  the 
amtroMT^.  settlement  of  them  under  Elisabeth,  the  prohibitions  were 
numerous  which  sought  to  prevent  the  popular  stage  from 
taking  part  in  rel^ious  controversy,  yet  it  was  not  in  the 
nature  of  things  that  occasional  use  should  fail  to  be  made 
61  so  convenient  an  oi^n  of  public  opinion  or  sentiment  in 
connexion  with  topics  occupying  them  above  all  others. 
Several  interludes  were  produced  in  the  latter  part  of  the 
reign  of  Henry  VIII  bearing  upon  the  religious  questions 
of  the  day ;  but  none  of  these  has  been  preserved  to  us  ^. 
King  Edward  VI  is  said  himself  to  have  composed  an 
'  elegant  comedy '  which  took  for  its  title  the  most  oppro* 
brious  allegorical  designation  ever  bestowed  by  her  enemies 
upon  the  Church  of  Rome  *.  And  at  the  very  commence- 
ment of  Queen  Mary's  reign  a  morality  called  Respubtica 
was  represented  at  Court  which  was  bitterly  anti-protestant 
in  sentiment,  and  introduced  Queen  Mary  herself  in  the 
character  of  Nemesis^.  As  a  matter  of  course  the  same 
controversial  tendency  manifested  itself  in  the  productions 
of  the  earlier  part  of  Elisabeth's  reign.     It  introduces  itself 

■  See  the  letter  addresaed  to  Cromwell  soon  after  1535  by  ThonuaWylley, 
vicar  of  Yozford  in  SuCTollt,  ap.  Collier,  I.  1118-130,  in  which  the  writer  com- 
pLuns  of  not  being  allowed  lo  preach  in  moat  of  the  other  churches  in  the 
county  because  he  had  made  a  play  'agaynst  the  popys  Counselen,  Error, 
Colle  Clogger  ofConacycna,  and  Incredulyte.'  He  adds  that  he  has  made 
'  a  playe  caulyd  A  Rude  Commynawlte,'  and  is  making  another '  caulyd  The 
Woman  on  the  Rokke,  yn  the  fyer  of  faythe  a  fynyiig,  and  a  purgyng  in  the 
trewe  purgatoiy.'    The  last  however  was  '  never  to  be  seen  but  of '  Croln> 

■  Tht  Whon  of  BabyloH.     See  CoUicr,  il.  40B. 

*  She  appears,  though  in  humbler  guise,  in  much  the  sane  character  in 
John  Heywood's  efucai  allegory  of  Tht  Spidtr  and  tht  Flit. 
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into  W.  Wager's  The  longer  thou  livest  the  more  Foole  thou 
art^;  but  it  is  the  pervading  element  of  two  moralities  of 
the  Elisabethan  age  which  from  this  point  of  view  call  for 
special  notice. 

The  anonymous  play  of  New  Customed,  printed  in  i573i  Nna 
is,  then,  a  purely  controversial  production ;  its  characters,  f^'^,,) 
which  are  so  arrai^ed  as  to  admit  of  being  performed  by 
four  players,  representing  respectively  the  Church  of  Rome 
and  her  allies,  and  the  Reformation  and  its  supporters. 
The  allies  of  Rome  are  'Perverse  Doctrine,  an  old  Popish 
priest,'  and  'Ignorance,  another  but  elder,'  whose  friends 
are  '  HypocHsie,  an  olde  woman,'  and  '  Creweltie  and 
Avarice,  two  Rufflers'  (L  e.  bullies).  On  the  other  side 
stand  New  Custome  and  Light  of  the  Gospell,  who  are 
called  '  Ministers,'  '  Edification,  a  Sage,'  '  Assuraunce, 
a  Virtue,'  and  '  Goddes  Felieitie,  a  Sage.'  The  contention 
between  these  adversaries  is  carried  on  with  great  ardour ; 
Perverse  Doctrine  reprobates  the  spread  of  the  Bible  among 
the  people  as  '  casting  perles  to  an  hogge ' ;  New  Custome 
quotes  '  Paule  to  the  Corinthians,'  declares  the  Mass,  Popery, 
Purgatory  and  pardons  to  be  'flatt  against  Godde's  woorde,' 
and  vindicates  to  himself  his  proper  appellation  of  Primitive 
Constitution.  While  Light  of  the  Gospell  cheers  on  the 
representative  of  the  recovered  simplicity  and  purity  of  the 
early  Church,  Perverse  Doctrine,  after  consulting  with 
Hypocrisie,  declares  that 

'  Since  these  GeQcvian  doctoun  came  so  fast  into  this  lande, 
Since  that  time  it  was  never  merie  with  Englandc' 

Creweltie  and  Avarice  then  come  on  the  scene ;  and  the 
latter,  in  order  to  vindicate  his  power  against  the  bluster 

'  Thi»  mordity,  which  I  have  not  seen,  is  described  by  Collier,  ii.  333-6, 
^  n.  f.).  Its  hero  is  Uoros  ;  and  it  contains  the  '  foote '  or  refrain  of  scvenl 
old  songs. — Wager  was  also  author  of  TktCrudDttkrl^atxxrA'm  Stationers' 
Recisters  in  1565  or  1566),  a  play  partly  written  in  seven-line  stanxas,  of 
which  fiirther  fragments  have  been  recently  discovered  by  Ur.  Edmund 
Go«Be(rA«Wcaitowy,  March  9,  187S),  and  of  'Tia  good  sktpmg  m  a  wMt 
sim.    See  Nfw  Shalapfrt  Sadtt/a  Tnmaaetums,  i.  a*. 

'  Printed  in  voL  iiL  of  Hazlitl'a  Dodsiey.  One  of  the  *  aundent  plays ' 
known  to  Captain  Cox  was,  according  to  Robert  Ijneham,  Nu  Gia*  (Ntw 
Guim),  which  Dr.  Fumival),  u.  *.  czxii-iv,  indenlifies  as  the  play  in  the 
leiL 
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of  his  companion,  relates  a  cheering  precedent  from  '  the 
daies  of  queene  Marie '  of  the  foul  betrayal  of  a  brother. 
But  in  the  end  Perverie  Doctrine  is  converted  by  Light 
of  the  Gospell,  and  Edification,  Assuraunce  and  Goddes 
Felicitie  consummate  the  triumph  of  the  righteous  cause. 
The  morality  ends  with  a  prayer  for  Queen  Elisabeth,  and 
a  soi^ — the  latter  not  extant. 

The  other  work  which  I  have  to  notice  in  this  connexion 
is  additionally  curious  as  containing  a  character  taken  from 
actual  history,  though  the  whole  contrivance  of  the  piece 
allows  us  still  to  class  it  amoi^  the  moralities.  The 
N.  Wooties'  incident  which  suggested  Nathaniel  Woodes'  The  Conflict 
fiutof'^  ^f  Conscience  (originally  printed  in  1581 '),  viz,  the  abandon- 
Conadtw  ment  of  the  Protestant  for  the  Catholic  faith  by  an  Italian 
(^'■- 1581).  lawyer  of  the  name  of  Francis  Spira  or  Spiera,  had  indeed 
taken  place  about  the  middle  of  the  century;  but  unless 
the  play  was  kept  concealed  by  the  author  for  some  time 
after  its  composition,  it  can  hardly  have  been  written 
before  Protestantism  had  been  definitively  re-established  in 
England.  The  author,  who  is  stated  to  have  been  a  cleigy- 
man  of  Norwich,  seems  to  bear  the  Marian  persecution  in 
fresh  remembrance,  and  perhaps  the  Cardinal  Legate  whose 
proceedings  he  holds  up  to  abhorrence  may  be  intended 
for  Ranald  Pole,  Home's  emissary  for  the  work  of 
reunion  *.  But  the  play  is  devoid  of  any  allusions  which 
can  be  directly  brought  home  to  the  national  history.  Its 
hero  Philologus  is  represented  as  a  learned  man  who,  by 
the  agency  of  allegorical  personages,  of  whom  Hypocrisy  is 
the  most  prominent  and  Sensual  Si^gestion  the  most 
effective,  is  lured  away  from  the  truth  of  the  Gospel  into 
the  toils  of  Rome.  Cottscience  in  vain  seeks  to  hold  him 
back ;  and  Horror  inflicts  upon  him  the  pangs — described 
with  some  degree  of  power — of  remorse  and  despair.     In 

'  Reprinted  from  the  edition  published  far  the  Roxburghe  Club  by  Collier 
in  iSjt  in  vol.  ii.  of  HuUlt's  Dodsley,  with  Collier's  Introduction  to  this 
and  the  other  plays  included  in  his  volume. 

'  See  Ui.  3.  It  is  strange,  by  the  bye,  that  the  priest  Caconos  who  rejoices 
over  the  restoration  of  the  Pope's  authority  and  the  revival  of  saints'  days, 
'  pilgrimage,  reliquea,  trentaU,  and  pardons'  (.iii.  ^),  should  be  made  to  talk 
what  seems  intended  for  Scotch. 
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the  end,  the  credit  of  the  good  cause  is  saved  by  a  short 
sixth  act  or  epilc^ue,  in  which  a  Nuniius  describes  Philologus 
as  havii^  been  reconverted  at  the  last,  and  died  in  peace 
with  God. 

The  tone  of  this  work  is  bitterly  controversial ;  and  the 
fulness  with  which  it  enters  into  its  subject,  as  well  as  the 
lengthiness  of  its  speeches,  is  that  of  a  clerical  author. 
Nearly  the  whole  of  it  is  written  in  the  seven-line  stanza  ; 
and  although  this  metre  is  not  unfrequently  used  in  our 
early  plays,  this  can  hardly  have  been  intended  for  repre- 
sentation. The  blind  intolerance  which  it  exhibits  almost 
surpasses  that  of  any  other  production  not  professedly 
theolc^ical  with  which  I  am  acquainted. 

The  solitary  political  morality  which  has  come  down  to  FoliHcat 
us  has  unfortunately  been  preserved  in  a  fragment  only.  ""    ' 
To  what  extent  elements  of  political  controversy  or  invec- 
tive intermii^led  with  that  of  religious  vituperation  in  the 
plays  dating  from  the  reigns  of  Henry  VIII  and  Edward  VI, 
and  in  the  Resjmblka  performed  at  Court  on  Queen  Mary's 
accession,  on  which  I  have  already  touched ',  is  of  course 
unknown.     Towards  the  end  of  Mary's  reign — in  1557 — 
a  play  called  The  Sackful  of  Mews  is  stated  to  have  been 
prohibited  by  order  of  the  Privy  Council.     It  may  be 
surmised  to  have  been  luiambitious  from  a  literary  point 
of  view,  although  it  would  be  interestii^  to  know  more  of 
this  attempt — the  earliest  on  record — in  the  direction  of  the 
purely  secular  drama  *.     But  the  '  mery  Playe  both  pythy 
and  pleasaunt  of  Albyon  Knighf '  may  be  unhcsitatii^ly  AR^fon 
described  as  a  political  morality,  inasmuch    as   all  the  ^^ 
characters  appearing  in  it  represent  either  political  ideas  or  1565-6). 
political  institutions,  after  the  fashion  of  Lyndsay's  dramatic 
Satyre.    The  hero  is  of  course  a  personification  of  England, 
as  Jahne  the  Common-weill  is  of  the  sister  country  in  the 
Scottish  play.     To  judge  from  the  fragment  which  remains 

'  AtUt,  p.  136, 

*  According  to  Collier,  ii.  40B,  this  is,  to  lar  u  ne  know,  the  ■  sin^e  play 
anterior  to  the  reign  of  Elizabeth,  which,  from  its  name,  looks  like  an  oiigiaal 
composition  of  a  prolaiie  kitid.' 

■  Printed  by  Collier  in  voL  i.  of  Tkt  Sh^^ptart  Sodti/t  P»p*n,  pp.  55  atqq., 
in  PiMuHiefa,  1S44. 
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of  the  work,  its  purpose  would  seem  to  have  been  to  allay 
the  ill-feeling  on  the  part  of  the  commonalty  against  the 
nobility,  as  well  as  the  jealousy  between  the  lords  spiritual 
and  the  lords  temporal.  It  would  be  unsafe  to  speculate 
on  the  particular  relations  with  which  Albyon  Knight  con> 
cemed  itself;  nor  are  we  justified  in  assuming  this  to  have 
been  the  particular  play  of  which  the  performance  was 
abruptly  stopped  at  Court  in  1559.  But  Atbyon  Knight 
was  in  all  probability  written  not  later  than  156,5-6,  when 
it  was  entered  on  the  Roisters  of  the  Stationers'  Company, 
This  was  a  period  of  notable  uncertainty  in  the  policy 
of  Queen  Elisabeth,  when  among  the  chief  nobles  intrigue 
and  counter-intrigue  were  at  their  height,  particularly  in 
connexion  with  the  aspirations  of  Leicester,  and  when  the 
great  Catholic  houses  could  not  yet  have  reconciled  them- 
selves to  the  newly-made  bishops  of  the  existii^  reign. 
Considerable  boldness  was  required  for  the  implied  admoni- 
tion to  Principafytie — in  other  words,  to  the  Queen — not 
to  suppose  the  people  unwilling  to  grant  supplies.  In 
general,  however,  the  bearing  of  the  text  is  not  enough  to 
suggest  that  it  contains  allusions  to  particular  occasions  or 
persons.  The  main  characters  of  this  morality  seem  to  be, 
besides  Albyon  Knight  himself,  Injuri  (who  at  Brst  appears 
under  the  false  name  of  Manhode)  and  Justice ;  and  their 
contention  reminds  us  of  that  between  the  fifxaio;  and  the 
ASiKos  KcTfoi  in  the  Clouds  of  Aristophanes.  The  chief  ally 
of  Injuri  is  Divisia  ;  and  the  moral  of  the  piece  is  the  evil 
result  of  discord^. 

'  I  add  a  reference  to  two  productions  which  nuy  be  most  convenienLly 
noticed  here,  u  in  tkct  monl-pUys  by  the  nature  of  their  design  as  well  as 
execution.  'R.  W.,'  the  author  of  TJit  Tkm  Ladia  of  hondoa  (printed  in 
15S4  '  03  it  hath  been  publiquely  played ']  and  the  Thi  Tkrtt  Lordta  attd  Thru 
Ladits  of  London  (printed  in  1590),  has  been  conjectured  by  Collier  to  have 
been  an  actor  of  the  name  of  Robert  Wilson  {yAo  was  one  of  the  Earl  of 
Leicester's  playen  in  1574,  was  adopted  into  the  Queen'i  company  in  1583, 
and  was  buried  at  Crippiegale  in  1600]  and  a  different  peraon  from  the 
dramatist  of  the  same  name  mentioned  tnfiv.  See  Collier'*  Mtmoin  ofllu 
PrtHcipal  Adon  in  lie  Flays  of  Shahiaptart  {Shainp.  Soe.  PtM.,  1846;, 
Introduction,  p.  iviii,  tiolt,  and  p.  131.  (According  to  Collier,  i.  361,  tude, 
■  play  with  this  title  was  printed  in  the  some  year  1590  by  one  Paul  Bucke, 
cf.)  '  R.  W.'  was  in  any  case  a  writer  of  considerable  fluency,  and,  as  the 
second  of  these  play*  shows,  able  10  accommodate  himself  to  the  fashion  of 
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The  moralities  proper  survived  in  Finland  to  the  close  Monumts 
of  the  sixteenth  century,  and  even  into  the  early  years  of  ^^^^^^^ 
the  seventeenth'.     But  the  regular  drama  had  flourished  trtgtJy. 
from    a  period  long  preceding  these  dates,  and  to  it  the 
moralities  in  the  end  could  not  but  give  way.     The  tran- 

lively  prose  dUlogite  which  Lyly  bad  brougfht  into  favour.  Thr  plots  of 
these  moralities  are  little  if  at  all  in  advance  of  (hose  of  earlier  compositioiu 
of  the  kind.  The  Three  Ladies  are  Lucn,  Lov,  and  ConaatHa,  of  whoa  the 
two  latter  are  id  the  first  piece  perverted  by  the  machiaations  of  Lucre  and 
Dtssimulatioii,  and  the  rest  of  her  servants  ;  while  !□  the  second  the  three 
arc  wooed  by  three  aeries  of  gallants,  respectively  Lords  of  London  (Polity, 
Potnp,  and  PUaaitn),  Lords  of  Spain  {Pri^,  AtnbiUcu,  and  Tyramiy),  and 
Lords  of  Lincoln  (Deain,  Dtlighl,  and  Dtoolum).  The  London  and  Spanish 
Lords  (each  of  whom  has  an  appropriate  Page — indeed  the  dramafa  fitrsomu  ■ 
of  this  piece  are  bewildering  in  their  multiplicity^  engage  in  a  contest  mani- 
festly intended  to  refer  to  the  times  of  the  Spanish  Armada,  io  which  this 
play  must  have  been  written.  In  its  predecessor  one  or  two  concrete 
personages  are  introduced  by  the  side  of  the  allegorical  abstractions  ;  one  of 
these  (Judge  Nemo)  plays  a  less  important  part  in  the  second  piece ;  another 
(the  Jew  Gemntui)  is  curious  as  the  representation  of  an  honest  Jew,  who 
is  favourably  contrasted  with  his  Christian  advetsaiy  Mercatore  : 
'  One  may  judge  and  speak  truth,  as  appears  by  this ; 
Jews  seek  to  excel  in  Christianity  and  Christians  in  Jewishoess.' 
The  name  Gerontus,  as  Collier  observes,  cannot  fail  to  recall  tliat  of  *  Ger- 
nutus.  the  Jew  ofVenice,'  the  hero  ofthe  balUd  referred  to  aifia.  See  also 
Hr.  Sidney  Lee's  letter  on  Shylock  and  his  Predecessors  printed  in  TAt 
Acadtnty,  Hay  14,  1881.  There  is  no  resemblance  in  the  characters  of 
Gerautus,  Barabas,  or  Sfaylock  to  that  of  Gerontus ;  but  there  are  some  odd 
similarities  of  expression  between  the  scene  in  Tht  Thrm  Ladus  and  the 
trial-scene  in  Tht  Mtrtkant  of  Vmia  C  reverend  judge ' .  .  . '  most  puissant 
judge  ' ,  .  .  '  Pay  me  the  principal ').  In  both  of  the  plays  Simplicity  supplies 
the  place  of  clown;  in  the  first  singing  an  appropriate  song,  with  the 
burden, 
■  Simplicity  sings  it,  and  'speHence  doth  prove. 

No  dwelling  in  London,  no  biding  in  London,  for  Conscience  and  Love'; 
and  in  the  second  paying  a  tribute  to  the  memory  of  Tariton  as  the  prince 
of  merry  fellows.  (Cf.  iH/Vn.)  The  main  distinction  between  these  two  works 
and  the  older  moralities  lies  in  a  greater  ease  of  style ;  in  conception  and  in 
construction  they  mark  no  advance  whatever.  As  to  Thi  Ptaye  ofPUiyts, 
a  morality  described  by  Gosson  in  his  Pkrins  confuUd  at  fiipt  Actions  (1581 
or  a^,  see  Collier,  ii.  197-8. 

■  Thomas  Nash,  in  his  verses  Tht  Choosiitg  of  VaUnHnti,  which  must 
belong  to  about  the  last  decad  of  the  sixteenth  century,  refers  to 
*A  play  of  straunge  moralitee 
Shewen  by  bachelrie  of  ManmHg-lnt.' 
See  Nash's  Woris,  edited  by  Dr.  Grosart,  vol.  i.  Mtmorial  Introdielitm, 
p.  li.     In  bia  Apoii^  Jar  AOort  (1613),  bk.  iii.  p.  53  {ShaiBp.  Soc.  Puhi. 
1841),  Thomas  Heywoi>d  speaks  of'moralb'asastilt  existing  variety  of  the 
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sitions  by  which  the  mysteries  and  the  moralities  respectively 
grew  into  branches  of  the  regular  drama  in  this  country 
will  be  indicated  below ;  here  it  may  be  noted  in  conclusion, 
that  we  possess  a  considerable  number  of  plays,  dating 
chiefly  from  the  latter  half  of  the  sixteenth  century,  which 
maybe  said  to  occupy  a  doubtful  position  on  the  boundary- 
line  between  moralities  on  the  one  band,  and  comedies 
or  tragedies  on  the  other.  In  these  pieces  the  tendency, 
observable  already  in  some  of  the  moralities  described 
above,  to  introduce  real  human  personages  of  a  typical  kind 
by  the  side  of  all^orical  abstractions,  is  more  fully  and 
systematically  pursued.  Those  among  them  in  which  both 
action  and  characters  are  still  in  the  main  all^orical  may 
be  classed  with  the  moralities  rather  than  with  our  earliest 
comedies  and  tragedies.  In  this  category  should  perhaps 
be  placed  the  play  of  Tom  Tiler  and  his  Wife^  (1578), 
where  allegorical  characters,  including  Desire  the  Vice, 
mix  with  Tom  Tiler  and  Tom  Tailor,  while  the  former 
Tom's  wife,  named  Strife,  is  half  an  abstraction,  half  a 
type.  George  WapuU's  Tide  tarrietk  no  Man,  already 
cited  as  introducing  a  Vice  called  Courage^  out  of  whom  the 
humour  has  gone  with  the  wickedness,  seems  to  have  been 
a  composition  of  a  similar  description  *.  In  The  Nice 
Wanton*  {1560),  'ye  may  see  Three  branches  of  an  ill  tree: 
The  mother  and  her  children  three.  Two  naught  and  one 
godly,' — real  human  types  ;  but  the  action  is  as  simple 
as  that  of  any  morality,  and  Iniquity  plays  his  usual  part 
In  certain  productions  of  a  more  ambitious  cast,  such  as 
Apius  and  Virginia,  King  Cambises  and  Bale's  Kyt^  JokoH, 
and  in  the  play  called  A  Knack  to  know  a  Knave  (1594  cf.), 
although  allegorical  personages  still  appear,  the  action  and 
the  main  characters  are  historical,  and  the  '  moral '  element 
is  secondary  only.  The  same  is  the  relation  between  the 
latter  and  the  element  of  romantic  narrative  in  Common 
Conditions  (printed  about  1568),  and  in  Sir  Clyomon  and 

'  Collier,  il.— Tom  Tiler  and  bis  wife  are  referred  to  in  Fletcher's  Tkt 
IVomaK'a  Prut,  or  TMt  Tamtr  Tamii  (ii.  6). 
'  Collier,  ii  096-8.    Cf.  antt,  p.  no,  nou. 
■  Printed  in  vol.  ii  of  HMlitt**  Dodsley. 
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Sir  Clamydes^,  Thus  by  a  natural  process  was  reached, 
as  we  shall  see,  the  st^e  of  the  Interludes,  and  of  the 
Chronicle  Histories  proper,  at  which  the  all^orical  char- 
acters were  altc^ether  dropped. 

I  have  thus  pursued  to  the  point  at  which  it  seems 
warrantable  to  speak  of  the  beginnings  of  the  regular 
English  drama  the  two  main  growths  from  which  it  took 
its  origin.  Before  concluding  this  chapter  I  have  only  in 
addition  to  advert  very  briefly  to  a  third  species  of  enter- 
tainment, not  properly  speaking  dramatic,  but  containing 
dramatic  elements,  which  may  be  said  to  have  existed 
almost  from  the  first  by  the  side  of  the  other  two.  The  Pagttmts. 
or^n  of  the  term  pageants  has  been  already  explained  *. 
The  expression  originally  referred  to  the  movable  scaffolds 
on  which  both  miracle-plays  and  moralities  were  repre- 
sented, and  (as  has  been  repeatedly  seen)  was  freely  used 
of  the  plays  themselves  that  were  performed  on  these 
structures.  As  in  the  case  of  some  of  the  plays  connected 
with  the  symbols  and  services  of  the  Church  already  noticed', 
so  in  that  of  a  few  popular  productions,  essentially  or 
altogether  secular  in  theme,  it  would  be  useless  to  seek  to 
discriminate  too  nicely  between  such  processional  and  spec- 
tacular features  on  the  one  hand,  and  dramatic  on  the  other, 
as  we  may  ctmclude  them  to  have  severally  presented.  Thus 
we  hear  of  a  play  of  St.  George,  which  enjoyed  a  long-lived 
popularity  in  various  parts  of  the  country  as  an  open-air 
summer  entertainment  While  at  times  its  presentment 
may  have  in  no  respect  differed  from  that  of  an  ordinary 
miracle-play*,  it  was  very  frequently  accompanied  by 
processional  p^reantry,  and  on  at  least  one  memorable 
occasion— at  Windsor,  in  1416 — seems  to  have  been  ex- 
panded into  a  magnificent  dumb-show,  fit  to  be  put  before 
King  Henry  V  and  his  guest  the  Emperor  Sigismund*. 
Other  entertainments — half  play,  half  show — seem  in  many  FtsUmU 
localities  to  have  been  exhibited  in  connexion  with  particular  ^->"' 


'  Collier.  U.  435  uqq.    Aa  to  these  two  pl«yi,  i 

«  below. 

'  A»U,  p.  58. 

•  -^x*.  P-  97. 

•  Corner,  i.  16 ;  ten  Brinck,  il  305. 

•  Collier,  i.  » 
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festivals,  or  with  particular  seasons  of  the  year  K  The  custom 
of  kindlii^r  fires  and  setting  watches  on  the  Eves  of  St.  John 
(Midsummer  Eve)  and  St.  Peter  lasted  into  the  Elisabethan 
age  ' ;  and  readers  of  Shakspere  need  no  reminder  as  to  the 
fact  that  on  such  occasions  some  sort  of  plays  were  at 
times  performed  in  connexion  with  the  shows  furnished  by 
town  gilds  and  other  bodies.  The  pereonially  popular 
festivities  of  Mayday  have  preserved,  even  in  the  forms 
which  they  wear  at  the  present  time,  some  reminiscences 
of  their  traditional  association  with  the  legends  of  Robin 
Hood  and  his  companions  " ;  and  although  the  first  extant 
dramatic  elaboration  of  this  connexion  seems  to  beloi^ 
to  an  advanced  period  of  the  sixteenth  century,  Robin  Hood, 
Maid  Marian,  Friar  Tuck,  and  the  rest,  had  no  doubt  been 
known  for  many  generations  to  the  votaries  of  the  merry 
H<yx  Tuts-  month  of  May  *.  A  mixed  entertainment  of  an  exceptional 
•^  ""y-  character,  and  perhaps  of  a  historical  origin,  was  the  so- 
called  Hox  or  Hock  Tuesday  Play,  which  is  known  to  have 
been  exhibited  at  Coventry  from  the  year  1416  onwards, 
and  in  1575  was  witnessed  by  Queen  Elisabeth  as  part 
of  the  entertainments  provided  for  her  at  Kenilworth.  This 
'  olid  storial  shew,'  which  was  in  the  main  a  mirthful  repre- 
sentation of  a  fight,  showing  among  other  things  '  how 
valiantly  our  English  women  for  looue  of  their  cuntree, 
behaued  themseluez '  on  the  occadon,  was  'expressed  in' 
both  '  actionz  and  rymez ','  and  therefore  seems,  notwith- 

'  It  is  needless  to  cite  surviving  instances — such  >s  the  Westmoreland 
msli-bexring,  the  Devonshire  barvest-play.  Sec.,  which  point  to  the  fre- 
quency in  earlier  times  of  popular  usages  of  this  descriptiao, 

'  CL  Sharp,  h.  s.,  pp.  174  atgq. 

'  Thi  titOM  FtajH  of  Robyti  Hoodt,  for  to  bt  playtd  m  May*  games,  vay 
fitsaunU  lo  btkold  was  printed  with  A  nitty  gtsU  of  Robyn  Hoodt,  &c., 
about  1561.  It  is  H  dramatisation,  with  certain  changes,  of  the  hallads  of 
'  Robin  Hood  and  Friar  Tuck,"  and  '  Robin  Hood  and  the  Potter.'  See 
Fumivall,  Fonaorda  lo  Latuhani's  Ltlter,  pp.  li-liv,  and  cf.,  as  to  this  and 
other  early  plays  on  the  same  subject,  Halliwell's  DicHoimiy  of  Old  Engfak 
Plays,  p.  ai3.    Friar  Tuck  is  referred  to  in  Skelton's  Magnyfyatia. 

'  See  a  cunous  reference  to  these  d[  versions  in  \iiKCoia>o€atitm  Books  of  On 
CorporaboH  of  WtUa,  vol.  ii,  noticed  in  the  First  Rtport  of  At  Historical  MSS. 

'  See  tbe  quotation  from  Laneham  in  Sharp's  full  description  of  the  play, 
U.S.,  pp.  lag  M^.    The  performance  at  Kenilworth  was  that  in  which 
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standing  Collier's  supposition ',  to  liave  been  something 
more  than  '  merely  a  dumb  shew.'  It  commemorated  the 
overthrow  of  the  Danes ;  but  whether  its  historical  origin 
was  the  massacre  of  St.  Brice  or  the  death  of  Hardicanute, 
and  what  is  the  true  etymology  of  its  singular  name,  I  will 
not  pretend  to  determine. 

Apart,  however,  from  these  mixed  productions,  attention  Pagtania 
must  be  directed  to  those  pageants,  in  the  generally  accepted  P''°!*^- 
later  and  narrower  sense  of  the  term,  which  consisted  of 
moving  shows  devoid  of  either  action  or  dialc^e,  or  at 
least  only  employing  the  aid  of  these  incidentally,  by  way 
of  supplementing  and  explaining  the  livit^  figures  or  groups 
of  figures  brot^ht  before  the  eyes  of  the  spectators.  These 
exhibitions  formed  an  important  part  of  the  public  life 
of  the  later  Middle  Ages,  and,  in  accordance  with  tastes 
and  tendencies  which  have  already  been  sufficiently  com- 
mented on,  were  to  a  large  extent  all^orical  in  character — 
yet  were  so  devised  and  arrai^ed  that  their  significance 
and  intention,  both  in  whole  and  in  part,  could  as  a  rule 
be  divined  without  much  searching  by  those  whom  they  were 
intended  to  del^ht  and  to  impress'.  In  England,  and 
more  especially   in  London,  this   pageantry   obtained   an 

Captain  Cox  look  B  loding  put,  whose  g;ho«t,  'mounted  in  his  hiAby-hoTse, 
delivered  the  so-called  MaafHt  of  Owls,  at  Kenelworth,  written  by  Ben 
Jonaon,  in  1694 : — 

"And  being  a  little  man, 

When  the  slunnish  began 

'Twizt  the  Saxon  and  the  Dane 

(For  thence  the  story  was  U'en) 

He  waa  not  so  well  seen 

As  he  would  have  been  o'  the  Queen." ' 
It  appears  from  TMt  AeaAtity  of  January  10,  1S73,  that  a  play  by  Captain 
Cox  bearing  the  title  of  Inifituunl  Potirrfy  was  discovered  by  Hr.  Halliwell- 
Phillippa. — It  would  not  be  difficult,  were  it  worth  while,  to  find  analogies 
for  the  /f(U>  Tutsday  play  among  the  early  popular  festivals  of  ancient  Rome. 
'  iaas- 

*  Similar  exhibitions  were,  again,  known  to  the  Romans  of  the  Empire, 
among;  whom  they  bad  doubtless  grown  out  of  the  triumphal  processions. 
The  Bigmla  Rhnu  mentioned  by  Peislus  (Sof.  vi.  47)  were  typical  if  not 
precisely  allegorical  figures;  at  a  later  date  it  seems  to  have  been  more 
usual  to  bear  along-  on  gigantic  scaffoldings  pictorial  and  sculptured  illus- 
trations of  the  glories  of  a  campaign.  See  the  extract  from  Joiephua  (vii.  5) 
quoted  by  Friedlflnder,  SittnipitiutJUt  Roma,  ii.  143. 
VOL.  I.  L 
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extraordinary  hold  over  the  popular  taste,  which  the  usages 
of  the  Church  and  the  institutions  and  instincts  of  the  feudal 
monarchy  of  course  tended  in  every  way  to  confirm.  The 
refining  fancies  of  chivalry  introduced  in  the  Norman 
period  gave  variety  to  these  exhibitions,  but  their  fuller 
developement  was  owii^  to  our  commercial  intercourse  with 
Flanders,  which  began  and  rose  to  its  height  in  the  Plan- 
tagenet  reigns.  The  Low  Countries  were  the  favourite 
home  of  spectacular  as  of  almost  every  other  kind  of  luxury 
in  the  later  Middle  Ages,  and  among  these  cities  Antwerp, 
which  kept  up  the  most  constant  intercourse  with  England, 
was  from  an  early  date  specially  famous  for  its  procession 
of  the  trades  {degrooU  OmnuganckY.  But  other  countries 
— France  and  Italy  in  particular — ^were  subject  to  the 
influences  of  the  same  tastes,  and  communicated  them  to 
Englishmen,  more  especially  when  in  the  Renascence  age 
classical  mytholt^y  was  pressed  into  the  service  of  these 
entertainments  *. 

The  first  of  these  shows  on  record  in  England '  is  that 
described  by  Matthew  Paris  as  having  taken  place  in  1236, 
on  the  occasion  of  the  passage  of  King  Henry  III  and 
Eleanor   of  Provence  through   the   City  to  Westminster. 

'  See,  in  ^ncral,  the  picturesque  descriptions  of  Flemish  pageantry  in 
vol.  i.  of  Kirk's  History  cfCkarUs  Uu  Bold  (1863),  where  much  attention  is 
gtven  to  this  theme.  Aa  to  Antwerp,  cf.  K.  Hegel's  description,  suggested 
by  Hakart's  picture,  of  the  entry  of  Charles  V  as  witnessed  by  Albrecht 
DQrer,  in  Sybiel's //ufanscA*  Ztil3ihriff,va\.  3(1880).  See  also  an  engraving 
and  description  of  an  Antwerp  pageant  of  1594  ap.  Sharp,  u.s.,  p.  aj. 

'  In  France  the  tittrtmita  and  iidiUaux,  the  figures  in  which  were  taken 
from  Scripture  story  or  religious  legend,  or  were  allegorical,  were  popular 
from  an  early  to  a  relatively  late  date.  In  the  sixteenth  ccntuiy  figures 
from  classical  mythology  were  introduced.  See  Ebert,  k.j.,  37-8.  In  Italy 
too  we  hear  of  these  pageants ;  see  i.g.  HachiavelU,  Hisloiy  of  Florwna,  viL 
5.  For  a  striking  account  of  the  trionfi  and  other  Italian  pageants  of  the 
Renascence  period,  see  Burckhardt,  Di*  Cultur  dir  RtnaUtaKct  in  ItaiuH 
(and  ed.  1869^,  sec  j.  The  Bishop  of  Peterborough,  in  his  History  of  tin 
Papa^  dKTing  tkt  prriod  of  Ihs  Riformaiitm,  ii,  438-440,  very  vividly  describes 
•n  ecclesiastical  pageant  which  Pope  Pius  II  caused  to  be  arranged  at 
Viterbo  for  Corpus  Christi,  146a,  and  which  bears  a  certain  resemblance  to 
B  collective  myiteiy,  each  of  the  Cardinals  in  turn  fumiahiiig  forth  an 
■Uegoiy  illustrating  some  portion  of  the  faith. 

'  A  full  account  of  the  London  pageants,  from  which  I  have  borrowed  in 
the  text,  will  be  found  in  F.  W.  Foirholt's  Lard  Mayor's  PagtoHta,  Pmy 
Sociitjfa  PtMitaHotu,  voL  x. 
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On  the  return  of  Edward  I  from  his  victory  over  the  Scots 
in  1398  occurred  the  earliest  exhibition  of  shows  connected 
with  the  City  trades.  These  processions  were  in  England 
frequently  called  ridit^s  *. 

To  about  the  same  period  belongs  the  first  detailed  de- 
scription which  we  possess  of  a  pageant  in  the  more  modem 
sense  of  the  term — Walsingham's  account  of  the  reception 
of  Richard  II  by  the  citizens  in  1377.  There  were  p^^eants 
under  Henry  IV,  one  on  Henry  V's  return  from  Agincourt  ^, 
and  another  on  Henry  VI's  return  from  France  after  his 
coronation.  The  Lord  Mayor's  annual  procession  on  the 
day  of  his  entrance  upon  the  duties  of  his  office  from 
the  City  to  Westminster,  which  had  formerly  been  a 
'  riding,'  from  1454  onwards  was  conducted  by  water' ;  and 
the  first  description  of  it  dates  from  1533 '.  Similar 
gratulatory  pageants  were  exhibited  in  other  cities';  the 
Lord  Mayor's  pageants,  however,  of  course  remained  pre- 
eminent ^  Many  of  our  early  dramatists  exercised  their 
ingenuity  upon  them ;  Peele's  Descensus  Astraeae,  and 
several  productions  by  Munday,  Dekker,  Thomas  Heywood, 
and  Middleton  belong  to  this  class.  They  dealt  in  patriotic 
and  moral  allegories,  as  well  as  in  direct  illustrations  of 
the  glories  of  the  City  or  of  the  particular  City  Company 

'  So  Chiucer  relates  of  the  idle  ■pprentice,  Perkin  Revelour,  that 
'  whan  ther  any  riding  was  in  Chepe 
Out  of  the  shoppc  thider  wold  he  iepe, 
And  til  that  he  had  all  the  sight  ysein. 
And  danced  wel,  he  would  not  come  agcin.'  (ni  Cob's  Toiii.) 

*  Described  by  Lydgste  (who  probably  wrote  the  songs  for  the  occasion). 

*  'This  yere'  (1454) '  the  ridynge  of  the  Hayres  to  Weslmester  was  for 
done,  and  John  Nonnan,  Draper,  was  the  first  maire  that  went  to  West- 
incster  by  barge.'  A  Short  Ettglish  Chromdt,  &c.,  ed.  by  J.  Gairdner  for  tile 
Camden  Society,  1880. 

*  In  this  year  Queen  Anne  Boleyn  was  by  royal  command  Welcomed  in 
the  City  'likewysc  as  they  use  to  dooe  when  the  Maior  is  presented  on  die 
morrow  after  Symon  and  Jude.' 

>  Queen  Margaret  was  welcomed  to  Coventry  in  1455  by  a  pageant,  of 
which  the  scheme  has  been  preserved,  and  which  introduces  Scriptural, 
historical,  and  allegurical  personages,  several  of  whom  speak  a  few  lines  of 
obeisance.     [See  Sharp,  h.  a.,  p.  145  stqq.') 

*  '  I  do  not  think,'  says  Spendall  in  Green's  Ttt  Quoqut  (pr.  1614),  'but  In 
be  Lord  Uayor  of  London  before  I  die,  and  have  three  pageants  carried 
before  me,  besides  a  ship  and  an  unicorn.' 
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to  which  the  Lord  Mayor  belonged,  such  as  the  Triumphs 
of  Old  Drapery,  or  The  Rich  Clothing  of  England,  and 
Chrysanaleia  :  the  Golden  Fishing,  or  The  Honour  of  Fish- 
mongers^. These  City  pageants  continued  in  favour  till 
the  outbreak  of  the  Great  Civil  War,  when  the  very  maypoles 
were  extirpated  by  command  of  Parliament-  They  were 
revived  shortly  before  the  Restoration,  but  without  re- 
covering their  former  dignity;  and  about  the  beginning 
of  the  eighteenth  century  sank  to  the  level  at  which  they 
still  await  their  complete  extinction.  The  pageantry  of 
other  towns  has  had  a  history  analc^ous  to,  though  of  course 
less  ample  than,  that  of  London  *. 

The  public  pageantry  on  which  I  have  touched  has  but 
little  importance  for  the  earlier  history  of  our  dramatic 
literature-  It  served,  however,  to  encourage  that  love 
of  spectacle  which  has  at  different  times  fostered  the  cul- 
tivation of  the  dramatic  art,  even  when  it  has  imperilled 
its  higher  purposes ;  and  it  helped  to  attach  those  popular 
tastes  over  which  our  drama  was  in  its  most  glorious  period 
to  assert  its  mastery  to  the  interests  of  national  history  and 
public  life '. 

Lastly,  the  amusements  of  the  Court  and  of  the  great 
houses  of  the  nobility  from  a  very  early  date  consisted  of  . 
entertainments  partaking  to  a  greater  or  less  d^ree  of  a 
dramatic  character.  These  entertainments  were  conducted 
partly  by  paid  servants, — the  survivors  of  the  minstrels 
whose  name  Hiey  still  occasionally  retained, — partly  by 
members  of  the  Court  and  of  the  noble  families  themselves. 
Dances  or  other  ordered  appearances  in  costume,  no  doubt 

'  Both  by  Hunday.  A  humorous  description  of  the  '  HRrchant  Taylor?  * 
pagointa  ffill  be  found  in  the  second  part  of  the  old  play  of  Promos  ohJ 
Cassandra,  Act  i.  Sc.  5. 

*  See  e.g.  Sharp's  account  of  the  '  Pageants  on  particuUr  occasioiu '  at 
Coventry,  K.5.,  145  atgq. 

>  The  use  of  the  term  fagtanl  was  not  altogether  conSned  to  exhibitions 
in  which  living  personages  took  part.  We  find  it  also  applied  to  hangings 
of  cloth  and  tapestry,  presenting  pictures  of  an  allegorical  character  accom- 
panied by  inscriptions.  See  the  account  of  the  '  nyne  pagcantes  devised  by 
Uayster  Thomas  Uore  in  his  youth  '  in  his  father's  house,  and  the  verses 
inscribed  by  him  upon  them,  in  Roper's  Lift  of  Sir  Tlnmaa  Mart,  ed. 
Singn-  (i8aa),  ApptiuHx,  p.  xzL 
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often  of  a  figurative  character,  were  in  v<^^  at  Court  from 
the  time  of  Edward  III ; — these  came  to  be  known  as '  dis- 
guidi^s'  or  'mummings,*  and  possibly  a  distinction  was 
sooner  or  later  drawn  between  these  two  designations'. 

We  have  already  seen  that  Henry  V  exhibited  on  the 
occasion  of  the  visit  of  the  Emperor  Sigismund  something 
in  the  nature  of  a  pantomimic  representation  of  the  Life 
of  St.  George '.  Thomas  Heywood  cites  from  Stowe  the 
statement  that  '  when  Edward  IV  would  shew  himselfe  in 
publicke  state  to  the  view  of  the  people,  hee  repaired  to  his 
palace  at  S'  Johnes,  where  he  was  accustomed  to  see  the 
citty  actors;  and  since  then,'  be  adds,  'that  house  by  the 
prince's  free  gift:  hath  belonged  to  the  Office  of  the  Revels".' 
Under  the  same  sovereign  the  Duke  of  Gloucester  (after- 
wards Richard  III)  kept  ascertain  number  of  'players,' 
and  there  are  indications  that  this  was  no  solitary  instance*. 
In  the  re^  of  Henry  VII  we  bear,  in  addition  to  the 
'Gentlemen  of  the  King's  Chapel,'  who  are  also  called 
*  the  players  of  the  Chapel,"  of  the  King's  and  of  Prince 
Arthur's  'players  of  interludes';  and  some  of  the  great 
nobles — the  Duke  of  Buckingham,  and  the  Earls  of  Oxford 
and  Northumberland — likewise  had  their  companies  of 
players".  There  can  be  no  doubt  that  the  amusements 
of  the  Court  herein  only  kept  pace  with  those  of  the  country 
at  large,  where  about  this  time  companies  of  players  r^^- 
larly  appeared  in  a  variety  of  places,  more  especially  in 
London  and  its  neighbourhood  '. 

'  Collier,  i.  94,  says  that  'in  what  respects  a  "disguising"  differed  from 
a  "  muniniing "  is  a  point  which  it  is  now  impossitile  to  settle  with  pre. 
cision ' ;  but  i&.  p.  a6,  he  asserts  thftt '  there  ii  little  doubt  that  a  "  mum- 
ming" was  a  dumb  shew.'  whereas  ■  '  disguising'  af  the  early  Tudor  period 
of  which  he  quotes  a  description  seems  to  have  been  merely  an  ordered 
dance  or  masque^    CC  the  passage  cited  below  from  A  Talt  of  a  Ttib, 

'  Antt,  p.  i«3. 

■  Apology  for  Adon,  Bk.  ii.  {Shalapiart  Soatl^i  PtMieaHona,  1B41,  p.  40). 

*  See  Collier's  extracts  from  the  Household  Book  of  John  Lord  Howard, 
afterwards  Duke  of  Norfolk,  I  36  M^f.  The  Austrian  and  Bavarian 
minstrels  who  were  in  England  in  the  reign  of  Richard  III  may  have  tteen 
the  first  German  comedians  who  visited  this  countiy.  Ptramtra,  Ricliard  III 
appears  to  have  been  the  fiist  of  our  kings  who  appointed  a  '  rojal  bear- 
ward.'  lb.  4a.  *  lb.  i.  ^^. 

*  According  to  Collier,  i.  37,   London,  Coventry,  Wycombe,  Hilc-end, 
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But  a  new  impulse  was  given  in  England  to  whatever 
implied  the  enjoyment  of  life  and  of  what,  whether  really 
or  seemii^ly,  makes  it  worth  living,  by  the  accession  to  the 
throne  of  a  prince  born  and  bred  in  the  very  midst  of  the 
European  Renascence.  Henry  VIII  was  the  heir  of  endless 
opportunities ;  nor  was  he  blind  to  many  of  them.  As 
he  began  his  reign  after  the  most  appropriate  fashion— Le. 
in  the  way  in  which  he  was  expected  to  begin  it — by 
amusing  himself  with  great  energy,  a  new  era  opened  for 
the  entertainments  at  Court  Early  in  this  reign  (1512—3) 
there  was  introduced,  as  a  new  form  of  entertainment 
recommended  by  its  Italian  origin,  the  masque,  which  very 
probably  at  first  differed  from  the  'mummings'  or  'dis- 
guisings '  customary  before  by  nothing  except  the  fanciful 
adjunct  of  a  mask  to  the  costume  worn  by  the  participants '. 
The  innovation  was  of  the  sort  which  Fashion  loves — startling 
at  its  first  introduction*,  and  meaningless  before  long. 
Practically,  however,  the  '  masque '  was  merely  a  more 
elaborate  and  (so  to  speak)  accentuated  form  of  the  old 
'di^uising.'  Such  an  entertainment  b  that  described  by 
Cavendish  in  his  Life  of  Woisey,  and  introduced  with 
notable  effect  into  the  play  of  Henry  VIII.  But  we  may 
rest  assured  that,  even  supposing  the  use  of  the  term 
'masque '  to  have  been  from  the  first  more  or  less  accurately 
restricted,  the  variety  of  which  this  and  other  forms  of 
entertainment  (including  dramatic  elements)  partook  at  the 
Court  and  among  the  surroundings  of  King  Henry  VIII 

Wimbortie  Hiiutcr,  and  Kingston.  It  strikes  me  as  not  impossible  that  ibe 
Fompaniei  of  players  which  appeared  in  these  localities  were  identical  vvitb 
the  companies  attached  to  royal  and  noble  personages,  who  were  licensed 
to  this  extent,  as  according  to  Collier,  i.  84  and  Jieft,  they  were  in  the  next 
reign. — In  the  Household  Book  of  King  Henry  VII,  '  Frenche  Players'  are 
more  than  once  mentioned.  lb.  51  Moft. 
'  Cf.  A  TaUofa  Tub,  v. a: 

'Pan.       A  masque,  what's  that! 
SaibtH.  A  mumming,  or  a  shew, 

With  vUards  and  fine  clothes. 
CUndt.  A  disguise,  neighbour. 

Is  the  true  word.' 
'  See  the  curious  passage  in  Barclay's  Ship  <^  Foob  (iL  371),  protesting 
•gainst  the  use  of  masks,  and  the  original /«uus  in  Brant  (sec  'FaatHOdtb' 
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was  already  very  considerable.  We  know  that  (in  1515) 
two  so-called  'interludes'  were  represented  there  which 
were  in  point  of  fact  moralities,  one  of  which  was  written 
by  '  Mayster  Comyshe  of  the  Chapel '  and  the  other  by 
'Mayster  Midwell,'  and  which  were  acted  respectively  by 
the  children  of  the  Chapel  and  by  the  King's  players. 
The  latter  of  these  has  been  already  incidentally  noticed ' ; 
in  the  former  it  seems  probable  that  two  ladies  of  the  Court 
performed  the  attractive  parts  of  '  Venus '  and  '  Bewte,' 
while  a  morris-dance,  in  which  gentlemen  of  the  Court 
took  part,  wound  up  the  entertainment*.  On  the  other 
hand,  we  hear  of  the  performance  (in  1520)  of  a  'goodly 
comedy  of  Flautus,'  doubtless  in  Latin,  and  again  (in 
1527)  of  a  satirical  Latin  play,  tn  which  Martin  Luther  and 
his  wife  were  derisively  introduced,  and  per  contra  (about 
1533)  of '  a  comedy  represented  at  Court  to  the  no  little 
defamation  of  certain  Cardinals'.'  The  performers  in  these 
rather  hazardous  attempts  to  meet  King  Henry's  changes 
of  mood  may  not  always  have  been  persons  attached  to 
the  royal  household,  and  there  are  indications  that  the 
players  who  appeared  before  him  were  occasionally  trades- 
men trained  by  tradesmen*.  It  is,  however,  certain  that 
in  this  reign  the  King,  the  Queen  and  the  Prince  of  Wales, 
as  well  as  several  of  the  great  nobles,  kept  players  of  their 
own,  and  that  these  were  at  times  allowed  to  travel  about 
the  country  on  their  own  account  *■  This  '  extension '  move- 
ment, implying  a  natural  desire  to  utilise  popular  tastes  for 
the  profit  of  exbting  interests,  may  have  contributed  to 
spread  the  feeling  that  the  State  should  regulate  amusements, 
which  had  long  outgrown  the  control  of  the  Church 

'  Collier,  i.  69  sr^.— In  1537-8  a  moral  play  was  performed  at  Gray's 
Inn  in  the  presence  of  Cardinal  Wolsey,  wbo,  taking  il  to  be  directed 
■Ijainat  himself,  conngned  its  author  and  one  of  the  young  gentlemen 
players  to  the  Fleet,  whence  however  they  were  released  on  his  ascertain- 
ing that  he  had  fitted  on  the  cap  too  quickly.    Ih.  104. 

*  lb.  107.  Thii  w«3  the  year  in  which  Pope  Clement  VII  proDoiuiced 
against  the  divorce. 

'  See  the  note  of  Hr.  G.  H.  Overend  Oh  At  DiapuU  bdw€Bt  tin  Glatur 
ami  Uu  TaStr  in  Niw  Shakapan  Sotit^s  Tratttmcliota,  i.  7,  435  ^f . 

*  Collier,  i.  84  and  unit. 
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r  A  pTocUmation  of  the  year  1553,  and  an  Act  of  Parlia- 
ment of  1543  (the  Jirst  statute  of  the  realm  known  to  have 
taken  notice  of  the  stage),  prohibited,  among  other  manifes- 
tations of  misplaced  independence  of  opinion,  the  former 
the  playing  of  interludes  'concerning  doctrines  now  in 
question  and  controversie,'  the  latter  (more  explicitly)  the 
introduction  into  the  same  of  any  matter  '  contrary  to  the 
doctrines  of  the  Church  of  Rome  •.'  Of  greater  importance, 
however,  than  this  ebullition  of  royal  orthodoxy,  was  the 
endeavour  to  impose  suitable  restrictions  in  loco  upon  the 
entertainments  at  Court,  which  contained  so  large  a  share 
of  dramatic  elements.  In  the  later  Planti^enet  period 
these  diversions  were  superintended  by  an  Abbot,  or  Lord 
of  Misrule,  whose  primary  duty  was  of  course  to  provide 
rather  than  to  control  them.  The  appointment,  in  1546, 
of  Sir  Thomas  Cawarden  as  Magister  yocorum  Revellomm 
et  Mascorum  at  Court  was  possibly  neither  the  first  of  its 
kind,  nor  one  in  which  the  censorial  functions  were  pre- 
dominant*. Nor  does  'the  wise  gentleman  and  learned,' 
George  Ferrers,  who  in  1551  became  'master  of  the 
pastimes '  of  King  Edward  VI,  appear  to  liave  owed  his 
appointment  to  his  political  so  much  as  to  his  literary  and 
dramaturgical  abilities,  which,  although  a  Protestant,  he 
was  afterwards  found  ready  to  devote  alike  to  the  service 
of  the  Catholic  Queen  Mary*.  But  an  authoritative  super- 
vision of  dramatic  performances  became  more  and  more 
a  matter  of  course  in  these  troublous  times.  Although  at 
the  beginning  of  King  Edward's  reign  a  reduced  number 
of  players  was  retained  in  the  royal  service  and  the  Duke 
of  Somerset  had  a  company  of  his  own  *,  his  downfall  in 
1549  was  preceded  (in  August)  by  a  prohibition  for  a 
period  of  three  months  of  the  representation  of  all  plays 
and  interludes  throughout  the  realm  on  account  of  their 
seditious  tendency;  and  after  his  overthrow  the  special 
license  of  the  Privy  Council  was  in  1551  declared  necessary 
for  the  performances  of  players  attadied  to  the  households 

'  Collier,  L  iiB-ltg;  197-108.  '  Ih.  i  131  aiqq. 

•  See  Mr.  Sidney  Lee's  irticle  on  Fcrrera  in  vol.  xviii.  of  the  DteHonary  <ff 
NalioHai  Biegrap/fy.  *  Collier,  i.  13&-9. 
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of  noblemen,  and  in  J^S'^  (^  P^rt  of  a  genera)  restriction) 
made  requisite  for  all  players  in  the  English  tongue*. 
Perfonnances  at  Court,  or  in  connexion  with  Court  society, 
seem  however  to  have  continued  occasionally  to  take  place'. 
On  the  accession  of  Mary  in  1553  a  proclamation  against 
'busy  medlers  in  matters  of  Rel^on'  included  'players,' 
together  with  'precliars'  and  'pryntars,'  requiring  them 
alike  to  obtain  the  Queen's  license  for  any  of  their  pro- 
ductions'. But,  as  has  been  seen,  a  morality  which  treated 
of  these  matters,  although  of  course  in  an  approved  vein, 
was  acted  at  Court  in  this  very  year ;  and  at  Hatfield  the 
Princess  Elisabeth  was,  as  she  had  been  already  in  the 
previous  reign,  indulged  with  dramatic  entertainments  that 
may  be  supposed  to  have  commended  themselves  to  her 
preferences*.  Before  very  long  popular  representations  of 
plays  likewise  revived,  and  dramatic  performances  had  in 
1556  to  be  prohibited  throughout  the  country,  the  City 
of  London  being  in  some  way  exempted  from  the  general 
regulation,  inasmuch  as  plays  were  here,  when  licensed  by 
the  bishop,  allowed  to  be  played  between  All  Saints  and 
Shrovetide'.  At  Court  the  amusem^its  of  the  age  con- 
tinued in  more  or  less  languid  favour;  the  Queen  maintained 
«ght '  Players  of  Enterludes,'  and  furnished  forth  a  '  maske 
of  Almayncs  Pilgrymes,  and  Irishemen,'  possibly  for  the 
diversion  of  King  Philip,  when  he  should  at  last  come  from 
Flanders'.  Thus,  without  noticing  incidental  recurrences 
to  the  old  religious  drama,  we  have  reached  the  reign  of 
Elisabeth.  In  the  earlier  years  much  the  same  twofold  system 
prevailed  that  had  been  carried  on  under  her  sister.  After 
in  April,  1559,  issuing  a  general  prohibition  of  stage-plays, 
the  new  Queen's  government  in  the  month  of  May  ensuing 
ordered  that  they  should  be  permitted,  if  licensed  by  the 
mayors  of  towns,  by  lord-lieutenants  of  coimties,  or  by 
two  justices  of  peace,  provided  that  they  refrained  from 
handling  '  cither  matters  of  rel^ion  or  of  the  govemaunce 

I  Collier,  L  143-5.  '  ^  >4<  ""^  ■'><'  '53  ""^ 

•  lb.  iss. 

*  lb.  156-7.    One  was  entitled  Tkt  Hanging  of  Antiotk,  and  the  other 
■  "    ■  '  CoUier,  1.  160.  •  !b.  163. 
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of  the  state  of  the  common  weale'.'  But  at  Court,  and 
in  the  spheres  of  life  connected  with  or  subservient  to  the 
Court,  the  list  of  plays,  masques  and  other  entertainments 
is  continuous  from  the  same  year.  This  conflict  between 
policy  of  State  and  privileged  practice  seems  a  strange 
preface  to  the  period  of  our  dramatic  history  which,  like 
the  corresponding  period  of  our  national  history  at  large, 
glories  in  calling  itself  by  the  name  of  Elisabeth. 

As  a  matter  of  fact  the  popular  drama,  consisting  as 
it  did  of  remnants  of  the  miracle-plays  and  survivals  of 
the  moralities, — the  latter  presenting  themselves,  no  doubt, 
in  divers  novel  and  curtailed  forms,— would  have  run  a 
serious  risk  of  drying  up,  if  not  of  being  extinguished,  had 
it  not  been  for  the  patronage  which  was  above  the  law. 
The  need  of  amusing  the  Royal  household  (a  body  of  men 
and  women  at  all  times  deserving  of  special  consideration), 
the  unavoidable  rivalry  between  the  great  nobles  whose  way 
to  power  led  along  the  paths  of  fashion,  and  the  marked 
personal  likings  of  the  Queen  herself,  alike  kept  up  the 
dramatic  entertainments  of  the  Court.  Queen  Elisabeth 
could  not  be  without  them  in  town  or  country ;  and  while 
there  seems  no  reason  to  suppose  that  the  players  of  her 
household  themselves  contributed  in  any  notable  measure 
to  the  progress  of  our  drama,  or  indirectly  to  that  of  our 
dramatic  literature,  it  may  be  concluded  that  in  the  early 
years  of  her  reign  players  of  all  kinds,  and  the  patrons  upon 
whom  they  subsisted,  looked  up  to  the  Royal  favour  as  the 
ultimate  object  of  their  endeavours.  The  players  of  the 
great  nobles  and  the  boy-performers,  who  were  either 
choristers  of  the  Royal  chapels  or  pupils  of  some  of  the 
larger  London  grammar-schools,  acted  their  plays  in  inn- 
yards — which,  as  will  be  seen  below,  were  in  point  of  fact 
the  earliest  London  theatres  •.  The  process  by  which  these 
companies  of  players  sought  to  settle  down  in  their  London 

'  Collier,  i.  167. 

■  See  Flea;,  ChnmitU  History  of  tht  LtmdoH  Slagt  (1890),  chap.  L 
Section  A  '.IntroAietioit). — For  some  notes  on  the  companies  of  players  from 
Henly  VIII  to  Etiiabeth  lee  notice  of  cootenla  of  libri  raHotiaUs  in  Bowtell 
HSS.  at  Downing  College,  Cambridge,  in  Hiatoriad  MSS.  ComtmasioH, 
vol.  iii.  pp.  331  *tqq. 
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houses,  and  the  conflicts  between  them  and  the  authorities 
of  the  City,  tc^ether  with  the  solution  found  (in  the  year 
1576)  in  the  erection  of  two  theatres  immediately  outside 
the  City  walls,  will  be  more  conveniently  described  in  a  later 
passage  of  this  book.  Here  it  is  more  to  the  purpose 
to  note  that  the  Queen's  fondness  for  dramatic  exhibitions, 
or  for  the  pageantry  which  contained  dramatic  elements, 
asserted  itself  both  at  her  own  expense  and  at  that  of  her 
subjects  from  the  early  years  of  her  reign.  In  and  near 
London  at  her  own  palaces,  at  the  Inns  of  Court,  and  at 
the  seats  of  influential  or  ambitious  nobles ;  in  the  country 
on  her  prepresses  at  great  houses,  and  in  the  Universities, 
a  lavish  expenditure  upon  her  favourite  amusement  was 
incurred  both  by  her  and  for  her'.  The  climax  of  these 
entertainments  was  reached  in  those  Princely  Pleasures 
of  Ktnihworth  which  were  exhibited  in  the  year  1575 
by  the  favourite  who  cherished  the  futile  hope  of  dazzling 
the  Queen  into  bestowing  upon  him  the  highest  of  the 
favours  at  her  disposal '.  It  may  be  added  that  not  only 
self-seeking  ambition  in  the  person  of  Leicester  and  of  his 
less  enduringly  successful  competitors  for  the  smiles  of  the 
Queen,  but  also  political  wisdom  as  incarnate  in  Cecil, 
sought  to  turn  to  account  her  fondness  for  these  diversions. 

'  The  Rtlempt  at  economjr,  or  profession  of  k  wish  for  it,  In  1560  wu 
succeeded  by  increased  expenditure  in  156I1  when  between  April  and 
September  revels  were  held  at  ■  long  series  of  palaces,  and  more  than 
iCSiOoo  was  expended  on  Court  amusements.  Collier,  L  170-3.  For  details 
of  the  Queen's  progresses  see  Nichols'  ProgrwKts  ami  Public  Proensiom  c^ 
Quttn  Eluabtth  (1633). 

*  The  amusing  letter  of  Robert  LanebBm  descriptive  of  the  Kenilworth 
entertaiDiueiits,  familiar  to  all  readers  of  Scott's  enchanting  novel,  vnm 
edited  by  Dr.  FumiVBll,  with  Introduction  and  Notes,  for  the  Ballad  Society 
in  1871,  and  this  edition  was  republished  for  the  New  Shakspere  Society 
tSeries  VI,  No.  14)  in  1887.  The  editor  slates  a  desire  to  investigate  the 
'library  of  Captain  Cox'  to  have  been  the  Taiaon  iHrt  of  this  treasury  of 
delectable  learning,  and  students  of  drama  owe  him  particular  thanliB  for  liis 
notes  on  the  '  ancient  plays '  familiarly  known  to  the  Coventry  worthy. — 
I-aneham's  letter  is  reprinted  in  the  Shaktsptar*  Jahriuch  for  1893. — One  of 
the  literacy  contributors  to  the  Kenilworth  entertainments  was  George  Gas- 
c<Mgne  {adt  i'^ra),  whose  verses  and  masques  were  published  with  those  of 
other  poets  in  1576,  under  the  title  of  Th*  PrvKtlyt  PItasutta  at  l/u  CourU 
(/XnuAsorM*  (reprinted  iSai).  See  also  Nichols'  Ptogmsts  afEHaab^  and 
Tiufialc'i  AHtiqHitia  oj  IVarwidiskirt  (,1730). 
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Among  the  papers  of  tbe  great  minister  is  said  to  be  a 
scheme  for  a  masque  to  be  performed  at  a  meeting  between 
Queen  £]isabeth  and  Mary  Queen  of  Scots,  which  was  to  be 
brought  about  in  156a,  but  which  never  actually  took  placed 

Summary.  In  my  next  chapter  it  will  be  necessary  to  go  back  oacc 
more  to  a  rather  earlier  date  in  sketchii^  the  beginnings 
of  the  English  regular  drama ;  and  a  few  notes  will  then 
be  in  place  as  to  the  history  of  the  stage  on  which  it  was 
performed.  Here  I  may  in  conclusion  attempt  to  summarise 
the  various  growths,  differing  in  or^in  though  at  many 
points  in  contact  with  and  under  the  influence  of  one  another, 
out  of  which  that  drama  sprang. 

In  England  no  accurate  distinction  was  ever  drawn 
between  mysteries  and  .miracle-plays,  and  the  latter  term 
was  employed  as  including  the  former.  But  literary  termi- 
nol(^y,  without  affecting  absolute  accuracy,  must  dis- 
tii^ish  between  the  miracle-play  and  the  mystery  as 
differing  not  only  in  themes,  but  also  in  origin.  While 
the  miracle-play  was  of  a  more  mixed  derivation,  the 
primary  source  of  the  mystery  was  religious,  i.e.  liturgical. 
The  two  growths  took  root  in  England  soon  after  the 
Norman  Conquest,  and,  with  tbe  incidental  co-(^ration 
of  the  professional  entertainers  brought  over  by  that  event, 
and  of  their  descendants,  became  the  English  religious 
drama.  Though  the  mystery  bore  the  name  of  the  miracle, 
it  was  the  latter  which  was  absorbed  by  the  former.  In 
tbe  hands,  first  of  ecclesiastics,  then  of  laymen,  it  became 
a  popular  form  of  dramatic  entertainment,  and,  especially 
in  the  developed  shape  of  the  collective  mystery,  as  per- 
formed by  the  gilds  of  English  towns,  survived  with  little 
material  alteration  to  the  close  of  the  sixteenth  century. 

The  English  moralities  cannot  be  traced  back  further 
than  the  middle  of  the  fifteenth  century,  though  the  dis- 
tinctive elements  of  this  species  of  production  are  to  be 
occasionally  noticed  in  every  stage  of  the  religious  drama. 
They  were  the  result  of  tastes  partly  indigenous  to  the 

'  Tbe  scheme  of  the  masqae,  by  an  unknowa  poet,  ia  printed  up.  CoDier, 
i,  178-181. 
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English  soil,  partly  due  to  the  influence  of  French  literature. 
Their  form  they  borrowed  in  England  from  the  popular 
religious  drama;  but  they  never  attained  to  the  same 
degree  of  influence  as  that  which  it  had  reached,  because 
it  was  riot  till  the  period  of  the  Reformation  that  they 
concerned  themselves  with  questions  of  immediate  and 
lively  interest  to  the  nation  at  large.  Even  then  they  could 
only  fitfully,  and  at  times  under  grave  risks,  address  them- 
selves to  such  topics.  And  in  this  period  they  iiad  already 
begun  to  lose  their  distinctive  character  by  admitting  among 
their  dramatis  personae  real  types  of  humanity  by  the  side 
of  personified  abstractions.  In  this  modified  form  they  too 
survived  to  about  the  close  of  the  sixteenth  century. 

The  pc^eants  (using  the  term  in  a  more  restricted  sense), 
masques,  and  similar  entertainments  had  been  introduced 
as  early  as  the  thirteenth  century,  and,  receiving  a  fresh 
impulse  in  the  Renascence  age,  continued  down  to  the 
seventemth  to  enjoy  the  favour  of  their  patrons.  These 
were  in  the  first  instance  the  Court  and  its  society,  but 
also  the  civic  authorities  of  London  and  other  great  towns, 
and  the  populace  wherever  it  had  a  chance.  But  though 
containing  dramatic  elements,  these  pageants,  as  lackii^  the 
essential  element  of  a  real  dramatic  action,  could  never 
assume  genuinely  dramatic  forms.  They  continued  by  the 
side  of  the  regular  drama,  as  they  had  existed  by  the  side 
of  its  pr<^enitors,  influencing  its  course,  but  having  no  real 
part  in  it.  In  the  days  of  its  fir^  decline  they  combined 
with  it  into  a  hybrid  species,  which,  under  the  old  name, 
applied  in  a  more  specific  sense,  of  the  masque,  will  claim 
separate  attention  as  an  illegitimate  outgrowth  of  our  dra- 
matic literature. 

Such,  then,  were  the  phenomena  of  the  origin  of  the 
modem  drama,  as  they  presented  themselves  on  English 
soil.  The  transiticms  which  led  directly  to  the  b^innings 
of  the  regular  English  drama,  and  those  beginnings  them- 
selves, will  form  the  subject  of  my  second  chapter. 
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CHAPTER  II. 

THE  BEGINNINGS  OF  THE  ENGLISH  REGULAR  DRAMA. 

By  the  term  'the  beginnings  of  the  regular  drama,' 
I  mean  the  birth  of  the  two  species  into  which  all 
dramatic  literature  divides  itself,  their  frequent  intermixture 
not  withstand  ing. 

The  broad  distinction  between  the  tragic  and  the  comic 
is  peculiar  neither  to  dramatic  literature  nor  to  literature 
in  general  among  the  intellectual  activities  of  mankind. 
Ignorance  and  dulness  indeed  pass  through  the  world  with- 
out any  clear  consciousness  of  either  the  tragic  or  the  comic 
elements  which  life  contains  ;  for  apathy  is  the  unenviable 
privil^e  of  the  empty  or  unawakened  mind.  But  wherever 
the  power  of  sympathy  or  that'  of  antipathy  is  knowingly 
possessed,  the  mind  is  necessarily  alive  to  the  difference 
upon  which  the  only  satisfactory  definitions  of  the  tragic 
and  the  comic,  and  of  tragedy  and  comedy,  depend.  The 
difference  is  primarily  one  of  subject,  as  was  in  point  of 
fact  shown  by  English  linguistic  usage  in  the  Elisabethan 
age  without  any  special  reference  to  the  drama'.  But 
inasmuch  as  the  secret  of  all  true  art  lies  in  appropriate, 
and  therefore  pleasing,  treatment,  it  is  a  difference  of  treat- 

'  Thu»,  I  may  instance  from  Robert  Greene's  works  the  application  of 
the  term  '  tragedies  '  to  nuracive  tales  of  a  sad  sort  {Platuiomachia,  Grosart's 
edition,  vol,  v],  and  af;ain  '  Vlisses  Tale,  A  Tragedy'  {EupliuBf  Caaun  to 
PMHaHlua,  A  vol.  vi).  This  usage  was  not  of  English  origin,  but  based  on 
Greek  precedent.  So,  in  the  fifth  century  of  our  era,  Ncstorius  wrote  a  his- 
tory of  the  controveray  cidled  by  his  doctrines,  and  of  its  consequences  for 
his  fortunes,  which  he  entitled  his  Tra£idy;  and  his  friend  Irenaeus  com- 
posed under  the  same  title  a  work  treating  of  the  persecutions  undergone 
by  Nestorius  and  of  the  history  of  the  Church  in  his  times.  See  Neander, 
Halory  of  Iht  Chratian  Riligum  atui  Chunk  (English  Translation),  iv.  19* 
and  HoU. — The  title  of  Iht  Spanish  Ttagidy  signifies,  not  a  tragic  play  taken 
from  the  Spanish,  but  a  series  of  deadly  deeds  done  by  Spaniards. 
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ment  also.  It  therefore  applies  to  the  eatire  character  and 
efTcct  of  a  dramatic  work,  and  is  most  assuredly  not  to  be 
determined  by  the  mere  accident  of  the  nature  of  its  con- 
clusion. The  distinction  which  is  supported  by  the  official 
authority  of  Philostrate,  and  has  largely  obtained,  must 
therefore  be  rejected  as  inadequate.  The  circumstance 
that  the  hero  of  a  play  '  kills  himself,'  or  is  killed  by  some- 
body else,  does  not  constitute  it  a  tragedy  ;  and,  conversely, 
the  happy  ending  of  a  play  does  not  establish  it  as  a 
comedy  •. 

Aristotle's  definitions'  will  better  serve  the  purpose. 
According  to  his  theory,  that  which  distinguishes  tragedy 
as  a  dramatic  species  is  the  importance  and  magnitude  of 
the  action  constituting  its  theme,  t<^ether  with  the  adequate 
elevation  of  its  literary  form,  and  the  power  of  the  emotions — 
pity  and  terror — by  means  of  which  it  produces  its  effects '. 

'  Although  tbe  serious  drama  which  ends  happily  has  been  Trequently 
treated  u  ■  sort  of  third  species,  co-ordinate  with  tragedy  and  comedy  and 
called  by  some  colourless  name  of  iti  own — dtattu,  Sc/iauspul — it  is  in  reality 
nothing  but  a  subordinate  branch  of  tragedy.  This  has  been  well  shown 
by  the  lateGuatav  Freytag  in  bisadmirablc  TecAniidtsDramai  (and  tdilioa), 
pp.  96-^.  He  reminds  us  how  '  already  in  the  times  of  Aeschylus  and 
Sophocles  a  gloomy  ending  was  by  no  means  indispensable  to  tragedy ; 
of  seven  extant  plays  by  Sophocles,  two,  the  AJax  and  tbe  Phiioeltlts,  and 
according  to  Athenian  conceptions  even  the  Otdifiita  Colotuus,  have  a  peace- 
ful ending  which  gives  ■  turn  for  the  better  to  the  destiny  of  (he  hero.  Even 
in  '  most  tragic '  Euripides,  to  whom  the  Fottia  ascribe  a  love  of  ■  gloomy 
ending,  among  seven  tragedies  (exclusively  of  the  AUtstis)  four  (HtUtat, 
Ipkigtnia  in  Taura,  Andronuda)  end  like  a  modem  SchauapUl;  in  several 
others  the  unhappy  ending  seems  accidental  and  not  accounted  for  by 
dramatic  motives.'  Freytag  concludes  that  the  Athenian  public  resembled 
that  of  our  own  days  in  preferring  a  happy  ending  to  a  play.  He  might  have 
referred  to  the  still  more  striking  instance  of  the  Indian  drama,  where 
■  positive  rule  prohibits  a  fatal  conclusion.  I  have  spoken  in  the  text  of  the 
louse  use  of  the  terms  '  tragedy '  and  '  (rmgical ' ;  it  is  curious  Chat,  in  a  gloai 
of  his  own  in  his  Tnuislation  of  BoCthius  dtC<msolalto7uPlalosofiUae(_Blc  II. 
Prose  ii),  Chaucer  should  adopt  the  following  limitation  :  '  Tragedie  is  to 
seyne  a  dite  of  a  prosperite  for  a  time  that  endith  in  wretch ednesse.'  The 
same  notion  was  in  his  mind  when  towards  the  close  of  his  Troilut  and 
Cnttidt  (Bk.  Vj,  in  which  he  had  recun-ed  to  the  philosophy  of  Botttuus,  be 
thus  apostrophised  his  poem  : 

'Go,  tiltie  booke,  go,  my  little  tragcdie. 
There  God  my  maker  yet  ere  thai  1  die, 
So  send  me  might  to  make  some  comedie  J ' 

•  Pott.  c.  vi. 

*  I  have  thought  it  sufficient  (or  my  purpose  to  leave  aside  the  qnestion  as 
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Comedy,  on  the  other  hand,  imitates  characters  and  actions 
of  less  elevated  or  intense  interest  ('neither  painful  nor 
destructive''),  which  appeal  to  the  sense  of  the  ridiculous,— 
or,  in  other  words,  touch  the  springs  of  laughter  by  exciting 
our  contempt  for  the  meaner  vices  and  the  more  common 

to  tbe  proper  InterpreUtion  of  the  famous  concluding  dsuse  of  this  passage: 
— '  &'  iktaii  Hal  ^8ov  wtpairovaa  T>lr  rSr  TOimirair  ntOij/idTav  ititapiny.' 
Donaldson's  translation  '  effecting,  through  pity  and  terror,  the  correction 
And  refincnient  of  such  passions,'  implies  the  correctness  a(  Lessing's  expla- 
nation, accordiag  to  which  tragedy  by  exciting  the  emotions  or  passions  of 
pity  and  terror  purifies  them,  changing  them  into  virtuous  qualities.  But 
even  if  this  interpretation  could  he  accepted  as  correct  from  the  point  of 
view  of  language — ^s  question  which  scholars  must  decide — it  would  be  open 
to  the  grave  objection  that  it  makes  Aristotle  ascribe  to  the  tragic  drama 
a  distinctly  moral  function,  vii.  that  of  regulating  the  passions  in  question  to 
a  certain  level  or  amount  desirable  as  the  due  mean  between  excess  and 
insufficiency.  But  this  is  quite  foreign  to  Aristotle's — or  to  any  true — con- 
ception of  art;  added  to  which,  although  tragedy  may  by  exciting  the  passions 
of  pity  and  terror  be  said  to  ennoble  or  elevate  the  mind,  taking  the  latter  as  it 
were  out  of  itself  and  away  from  the  atmosphere  of  common  things,  it  can  in  no 
reasonable  sense  b«  said  to  remove  what  is  excessive  or  add  what  is  deficient 
in  these  passions  themselves.  Goethe,  giving  utterance  to  what  we  all  pei^ 
ceive,  viz.  that '  tragedy  and  tragic  romances  by  no  means  appease  the  mind, 
hut  rather  disquiet  it,'  could  not  bring  himself  to  accept  Lessing's  interpreta- 
tion of  the  tiagic  ca/harmi ;  but  it  was  left  to  Jacob  Bemays  to  suggest  an 
explanation  which  with  all  deference  to  the  critical  insight  of  Lesiing  and  the 
scholarship  of  Donaldson  and  others,  I  venture  to  think  irrefutable.  Under- 
standing miAiptfii  in  the  sense  of  a  medical  term  familiar  to  Aristotle, he  showed 
that  it  referred  to  the  relief  of  the  mind  from  the  trouble  caused  in  it  by  these 
very  passions  when  excited  by  tragedy.  That  sjraipathy  which  is  made  up 
of  pity  and  terror  and  which  so  heavily  burdens  the  human  soul,  is  drawn 
forth  by  tragedy,  which  suggests  an  object  to  these  emotions  and  concen- 
trates the  working  of  them  upon  it ;  and  having  as  it  were  elicited  them  and 
occupied  the  mind  which  is  fiiU  of  tbem,  it  leaves  behind  it  a  sense  of  relief 
and  calm.  Humble  as  this  interpretation  may  seem,  yet,  unlike  Lessing's, 
which  even  were  it  correct  would  suggest  a  process  Cuniliar  to  only  a  very 
select  few  from  personal  eipericnce,  it  brings  home  to  all  of  us  the  very 
condition  of  mind  which  we  know  ourselves  to  have  passed  through  on 
reading  a  tragic  masterpiece.  Who  is  a  stranger  to  the  process,  wheretiy 
in  the  first  instance  everything  that  the  soul  contains  of  vogue  pity  for 
the  weaknesses  and  failings  of  our  kind,  and  of  terror  for  tbe  snares 
besetting  the  path  of  life,  ii  brought  into  ijdaa;  or  again  to  the  experi- 
ence which,  as  we  have  walked  out  of  the  theatre  or  laid  down  the  book, 
has  left  us  the  lighter,  the  purer,  in  s  sense  the  better,  for  the  mental  eETort 
un  detune. 

This  note  may  seem  both  long  and  unnecessary ;  but  having  fonnerly 
written  in  a  different  sense,  I  have  thought  that  it  might  at  all  events  be 
permitted  by  way  of  a  recantation. 

'  i^irtc.  5- 
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1  of  human  nature  or  social  habits.  As  is  well 
known,  the  classical  term '  comedy ' '  covered  a  wider  variety 
of  species  than  that  included  under  the  name  in  modern 
dramatic  classification,  where  it  is  usually  reserved  for  the 
more  elaborate  type  of  comic  play.  The  briefer  sort,  which, 
as  such,  is  allowed  a  more  unrestricted  licence  of  fun  and 
a  stronger  demand  upon  the  sense  of  probability,  we  call 
farce ;  while  burlesque  (or,  if  more  refined  in  manner,  extra- 
ve^anza)  is  the  ironic  species  of  which  Aristophanes  was 
the  unequalled  master,  and  in  which  the  characters  stand  in 
laughable  contrast  to  the  action  that  they  carry  on,  or  even 
to  the  diction  that  they  use. 

Obviously,  quite  apart  from  the  facility  with  which  these  Wi*frf 
different  kinds  of  effects  admit  of  being  exhibited  side  by  *^'™*' 
side  in  the  course  of  a  single  dramatic  action,  they  may 
easily  be  intermit^led  with,  or,  so  to  speak,  shaded  off  into, 
one  another.  Pity,  for  example,  if  akin  to  love,  not  un- 
frequently  seems  to  take  her  birth  from  ridicule,  and  there 
is  a  touch  of  pathos  in  many  a  form  of  folly.  Even  the 
ancients  were  not  absolutely  consistent  in  their  endeavour 
to  keep  tr^edy  and  comedy  apart  from  one  another, 
although  in  the  classical  period  of  the  Attic  drama  this 
endeavour  was  facilitated  not  only  by  accepted  outward 
distinctions,  but  also  by  the  wide  difference  between  the 
simple  severity  of  the  system  of  tragic  composition  and  the 
unbridled  licence  allowed  to  comedy'.  Certain  modern 
dramatic  schools — among  them,  the  English  in  one  period 
of  its  history— have  with  more  or  less  of  success  contrived 
to  hedge  round  tragedy  with  artificial  safeguards  of  form 
or  treatment.  But  wherever,  as  in  a  large  majority  of  those 
plays  of  which  we  are  about  to  consider  the  growth,  the 
effects  are  mixed,  it  is  the  nature  of  the  main  action  and 
of  the  most  important  characters  which  must  determine 


'  The  vague  use  of  the  term  '  comedy '  Tor  any  kind  of  play  is  too 
in  the  Renascence  literature  o(  tii  countries  to  need  special  illustrHtion. 

■  Thus  in  his  English  version  of  the  Antigotu  (see  his  editioo  of  the  pUy, 
1846)  Donaldson  ventured  to  translate  the  first  speech  of  the  Sentinel 
(vv.  333-336),  whom  he  calls  a  semi-grotesque  character,  into  prose.  The 
treatment  of  the  character  of  Herades  in  the  AlcestU  is  hardly  in  point,  if 
this  play  was  the  aatyr^dnuna  ofa  tetralogy. 

VOL.  I.  U 
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the  classification  of  a  drama  (if  we  desire  so  to  classify  it) 
as  tragic  or  as  comic.     Between  the  two  species  there  lies 
a  hagt  variety  of  transitions,  for  which  at  different  times 
different  names  have  been   invented ;    we   shall   see   how 
trc^i-comedy  (a  term  since  used  in  a  very  different  sense), 
in  which  both  tragic  and  comic  effects  were  sought  in  the 
course  of  the  same  action  or  combination  of  actions,  was 
a  mixed  species   much   cultivated   in   Italy   in   the   later 
Renascence  age,  and  in   Ei^land    more  especially  under 
Italian  influence.    But,  on  the  whole,  the  English  drama 
while  maintaining  a  remarkable  freedom   from  rigour  or 
straitness  of  any  kind  in  the  intermixture  of  species  which 
it  has  permitted  and  exemplified,  has  likewise  shown  itself 
singularly  indifferent  to  accuracy  of  terminology. 
Etnntnis         Now,  from  what  has  already  been  said,  it  must  have 
%^^tac    become  abundantly  manifest  that  elements  of  both  tragic 
tfftd  o)  iht  and  comic  effect  existed   in   those  early  compositions   of 
"^^^^^li.  which  the  origin  and  prepress  have  been  traced  in  the 
(MS.  preceding  chapter.     Nay,  more,  in  the  period  when  the  so- 

called  miracles  and  the  moralities  were  simultaneously 
flourishing  in  England,  aud  had  in  point  of  fact  attained  to 
the  h^hest  stage  of  developement  which  they  were  destined 
at  any  time  to  reach,— in  the  former  half  of  the  sixteenth 
century,  the  age  of  the  English  Reformation, — both  these 
species  had  advanced  a  considerable  way  in  the  direction  of 
those  effects  which  it  is  possible  for  tragedy  and  comedy 
respectively  to  achieve.  The  religious  plays,  to  begin  with, 
habitually  dealt  with  subjects  of  unequalled  and,  in  the  eyes 
of  the  age  which  produced  them,  of  virtually  unrivalled 
importance,  challei^ing  the  deepest  sympathies  and  the 
keenest  antipathies  of  their  audiences.  In  order  further  to 
rivet  popular  favour,  they  had  introduced  a  growing  amount 
of  ludicrous  characters,  passages  and  scenes,  and  had  con- 
stituted this  admixture  to  all  intents  and  purposes  an 
integral  part  of  their  action.  The  moralities,  on  the  other 
hand,  had  bmiliarised  their  spectators  with  personifications 
of  the  most  admired  of  virtues,  as  well  as  of  the  most 
familiar  and  ridiculous  kinds  of  vices.  They  had  likewise 
given  bodily  form  to  numerous  conceptions  involving  the 
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highest  ideals  of  their  public,  or  again  coming  closely  home 
to  the  interests  of  their  business  and  bosoms. 

But  from  an  Eesthetic  point  of  view  the  miracles  had,  Litmta  of 
unless  in  incidental  passages,  failed  to  rise  in  dignity  of  (^^/^""" 
form  to  the  sublimity  of  their  subjects.  The  action  of  a 
collective  mystery  was  indeed,  if  regarded  as  a  whole,  of  the 
utmost  magnitude ;  but  as  a  matter  of  fact  the  connexion 
between  the  several '  pageants '  was  all  but  lost  in  the  often 
fragmentary  action  of  each.  The  endless  repetition  of  the 
well-known  episodes  of  the  Sacred  Narrative  must  in  some 
measure  have  deprived  them  of  freshness  of  interest ;  nor 
could  the  circumstances  of  the  case  permit,  even  had  the 
art  of  the  writers  been  equal  to  adopting,  a  treatment  of 
their  themes  resembling  the  loyal  freedom  with  which  the 
Attic  tragedians  renewed  the  ancestral  myths.  So  stereo- 
typed had  the  characters  become,  that  it  can  no  longer 
have  been  easy  by  means  of  them  to  arouse  pity  or  terror, 
except  in  a  very  modified  degree,  in  the  breast  of  a  fairly 
experienced  spectator.  The  cohesion  between  the  several 
plays  faavii^  become  practically  little  more  than  formal 
(more  especially  as  they  were  respectively  presented  by 
different  sets  of  performers),  the  interest  of  each  must  have 
as  a  rule  centred  in  itself;  and  thb  interest  can  often  have 
amounted  to  little  more  than  a  curiosity  which  it  was 
attempted  to  stimulate  by  interpolations  damaging  the 
total  impression,  or  by  mere  external  devices  belonging  to 
the  sphere  of  what  we  call  stage-management. 

The  moralities,  artificial  in  their  origin,  had  a  harder  task 
in  seeking  to  produce  powerful  results  by  their  dramatis 
personce  of  didactic  abstractions,  which,  ringing  the  changes 
on  a  not  very  flexible  system  of  ailments,  appealed  to 
the  moral  sympathies  of  their  audiences  in  the  first  instance 
throi^h  the  medium  of  their  intellectual  faculties.  With 
no  associations  of  biblical  or  legendary  narrative  at  their 
command,  as  in  the  case  of  the  miracles,  they  had  to  be 
constructed  on  a  scheme  which  admitted  of  comparatively 
little  variation  ;  and  their  success  accordingly  depended 
upon  conditions  which  could  not,  as  with  the  miracles,  be 
in  a  large  measure  assumed.     Thus,  if  men  and  women 
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were  to  be  moved  into  something  beyond  a  pupil laiy 
acquiescence  in  indisputable  moral  truths,  it  was  necessary 
either  to  bring  the  truths  in  question  to  bear  directly  upon 
their  personal  interests,  or  to  make  the  representatives  of 
abstract  qualities  and  ideas  types  of  their  most  familiar 
human  embodiments.  Thus,  unless  in  exceptional  instances 
when  the  lesson  was  brought  home  to  every  man  with  a 
swiftness  as  of  lightning,  or  when  a  fool  in  his  folly  made 
a  whole  audience  kin,  the  moralities  had  to  content  them- 
selves with  slower  processes  and  more  gradual  effects ;  pity 
and  terror  on  the  one  hand,  and  contemptuous  laughter  on 
"the  other,  could  not  be  excited  continuously  or  in  a  high 
degree  by  adhering  to  the  lines  on  which  the  moralities  as 
a  species  had  been  built  up. 
The  iran-  In  itself,  therefore,  nothing  might  seem  more  natural  than 
^un^lar  *^^'-  ^  '^^1''^  should  have  gradually  arisen  to  remedy  the 
■  drama  defects" which  the  miracles  and  the  moralities  alike  cannot 
'^^^^  have  failed  to  reveal  to  the  eye  of  common  sense,  and  which 
lit/irts.  sooner  or  later  must  have  become  perceptible  to  the  per- 
formers. To  apply  a  dramatic  treatment  resembling  that 
customary  in  the  miracles  to  personages  and  passages  of 
profane  history,  and  to  exchange  the  abstractions  of  the 
moralities  for  actual  types  of  contemporary  life,  might  seem 
to  have  been  an  advance  of  its  nature  inevitable.  All  classes 
of  the  population  were  familiar  with  the  characters  and 
events  of  Bible  history  and  Christian  legend ;  it  was  only 
necessary  that  a  simitar  acquaintance,  or  something  approach* 
ing  to  it,  should  come  to  prevail  with  regard  to  personages 
of  profane  history  and  their  achievements, — and  these  could 
not  fail  to  gain  a  footing  on  the  popular  stage.  In  the  first 
place,  however,  the  religious  themes  of  their  pageants  might 
well  to  a  large  proportion  of  both  performers  and  spectators 
seem  inseparably  associated  with  the  very  notion  of  a  stage- 
play  ;  and,  again,  the  national  history  (and  a  fortiori  all 
other  secular  history)  was  a  field  concerning  which  the 
public  at  lai^e  was  in  profound  ignorance  and  in  which  it 
took  an  extremely  restricted  interest.  In  England  as  else- 
where the  influence  of  the  Renascence  was  to  bring  about 
a  change  in  this  respect ;  but  the  process  was  necessarily 
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slow,  and  in  its  earlier  steps  feeble.  On  the  other  hand,  the 
tendency  towards  substitutiag  on  the  stage  real  human 
types  for  personified  abstractions  had  long  been  asserting 
itself  in  particular  instances.  Some  such  types  had  found 
their  way  into  the  mysteries  from  the  very  first,  or  rather 
the  mysteries  had  found  them  ready  to  hand  in  the  Sacred 
Narrative  on  which  they  had  been  founded ' ;  but  their  intro- 
duction had  become  more  and  more  frequent  and  specific ; 
and  in  the  moralities  the  Vice  was  but  the  most  prominent 
and  popular  example  of  the  concrete  beings  whose  presence 
in  the  eyes  of  a  large  proportion  of  the  spectators  atoned 
for  a  host  of  abstractions.  In  general,  moreover,  it  will' 
not  be  for|;otten  that  the  miracles  and  the  moralities 
had  never  been  kept  absolutely  distinct ;  both  had  alike 
been  religious  plays,  and  the  manner  and  method  of 
their  performance  had  been  in  all  essentials  identical. 
Thus  there  was  every  likelihood  that,  should  any  new 
species  of  dramatic  composition  form  themselves,  they 
would  contain  elements  of  both  the  one  and  the  other 
primitive  species. 

As  a  matter  of  fact,  however,  although  the  beginnings  of  tI"  'Urti 
both  tragedy  and  comedy  in  England  associate  themselves  ^^vumdw 
distinctly  with  the  moralities,  while  with  the  b^innii^  of  ont. 
tragedy  the  mysteries  likewise  must  be  brought  into  con- 
nexion, the  first  English  comedy  and  the  first  English 
tragedy  alike  were  direct  reproductions  of  foreign  (classical) 
models.  Inasmuch  as  this  fact  stands  undisputed  and  indis- 
putable, there  seems  little  advantage  in  speculating  as  to 
whether  the  regular  drama  or  drama  proper — as  distinct 
from  productions  in  which  the  essential  demands  of  the 
drama  are  imperfectly  met,  although  the  works  may  be 
cast  in  the  dramatic  form  and  abound  in  elements  of 
dramatic  effect — could  in  England  have  sprung  into  being 
without  the  extraneous  impulse  which  I  now  proceed  to 
consider.  At  the  same  time  no  estimate  of  the  force  of 
this  impulse — in  other  words,  of  the  influence  of  the  Re- 
nascence movement — can  succeed  in  showing,  either,  that 
'  1  rder  to  such  characters  as  the  ShtphtrJa,  SoUitn,  Toiiora,  Sec. 
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the  Renascence  first  implanted  the  love  of  the  drama  in 
the  English  people  and  thus  made  our  English  stage 
a  chosen  home  For  the  genius  of  dramatic  literature ;  or, 
that  the  primitive  but  long-lived  species  of  productions 
which  I  have  been  up  to  this  point  considering  lacked  the 
possibilities  of  a  self-developement  such  as  might  have 
resulted  in  a  national  drama. 

The  impulse  in  question  was  supplied  by  classical 
examples,  and  by  the  literature  of  that  incomparable  land 
which  was  not  only  to  all  intents  and  purposes  the  birth- 
place, but  long  the  favourite  home  of  the  Renascence. 
It  would  be  quite  superfluous  to  attempt  to  trace  here  the 
first  appearances  in  England  of  an  active  interest  in,  or 
communication  with,  Italian  scholarship ;  since  there  is  no 
gainsaying  the  fact  that  these  early  instances  of  contact 
between  Italian  culture  and  our  own  Teutonic  nation  were 
isolated  in  character.  Down  to  a  late  period  of  the  flfteenth 
century,  during  the  calamitous  reign  of  Henry  Viand  those 
of  the  sovereigns  of  the  House  of  York  which  followed, 
this  country  was  once  more  insulated  from  ready  and 
productive  contact  with  the  other  nations  of  Europe,  and 
the  mass  of  its  inhabitants  stagnated  in  apathy  even  as 
towards  the  interests  of  the  civil  conflicts  which  desolated 
their  fields  and  homesteads.  As  the  numbers  of  the  popula- 
tion remained  nearly  stationary,  so  neither  was  the  wealth 
of  the  country  increased,  nor,  unless  very  gradually,  were 
fresh  routes  of  trade  and  intercourse  with  other  countries 
opened.  Fearful  at  times  even  of  her  security  within  her  own 
seas,  England  in  arts  as  well  as  in  arms  seemed  for  a  time 
likely  to  lapse  into  the  isolation  of  insignificance.  Thus 
English  civilisation  remained  in  essentials  unaffected  by 
the  current  of  the  Renascence  after  individual  Englishmen 
had  become  subject  to  its  influence,  or  had  even,  in  excep- 
tional cases,  been  overpowered  by  it  ^  Perhaps  England's 
'trust  to  her  Universities,'  and  her  dislike  of  accepting 
articles  of  consumption   not   '  manufactured  by  the  old- 

■  ForinaUnce,  Baltista  Giurino's  pupil  John  Tiptoft,  Earl  of  Worcester,  ui 
early  illustration  of  the  force  of  the  well-known  proverb — IngUst  ItaHanato 
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established  firms,'  may  have  alike  retarded  and  regulated 
the  process  of  the  introduction  of  the  new  learning  among 
us ' :  and  these  institutions  had  fallen  into  a  lassitude  that 
was  fast  approaching  a  condition  of  torpor,  not  directly 
counteracted  by  the  multiplication  of  endowed  collies. 
Still,  the  existence  of  these  colleges  contributed  to  the 
decline  of  the  custom  of  sending  young  gentlemen  to  the 
monasteries  for  their  education ;  and,  again,  the  connexion 
between  the  colleges  and  dependent  schools  made  for  the 
growth  of  a  clearer  distinction  than  had  hitherto  prevailed 
between  undergraduate  and  schoolboy  ;  while  on  the  other 
hand  the  wealthiness  of  the  colleges  encouraged  residence 
under  more  liberal  (or,  if  the  term  be  preferred),  more 
luxurious  conditions  of  life  \  Although  students  of  this  sort 
were  not  likely  to  prove  specially  awake  to  the  dawn  of  a 
more  eager  spirit  of  study  in  our  great  seats  of  learning,  yet 
it  is  unmistakeable  that  a  closer  connexion  was  gradually 
being  established  between  these  institutions  and  the  well- 
to-do  classes  of  the  laity.  More  especially  the  lesser 
gentry — the  class  on  which  for  many  reasons  the  future  of 
the  country  was  from  the  close  of  the  Wars  of  the  Roses 
onwards  so  largely  to  depend — were  brought  into  a  closer 
relation  than  they  had  previously  maintained  with  the 
best  extant  form  of  literary  culture.  Nor  should  it  be 
foi^otten  that  the  sixteenth  century  has  been  called  the 
golden  age  of  legal  education,  and  that  in  our  London 
Inns  of  Court  the  processes  by  which  this  education  was 
conducted  were  organically  associated  with  the  revels 
(including  both  singing  and  dancing)  deemed  indispensable 
by  the  spirit  of  the  age.  A  closer  continuity — or  at  least 
a  more  special  one — than  has  been  known  to  subsequent 
times,  prevailed  between  the  student  life  of  the  Universities 
and  that  of  the  Inns  of  Court,  and  made  itself  felt  in  their 
most  authoritative  spheres.     Thus,  while  as  a  matter  of 

'  I  quote  from  the  Bishop  of  Peterboroush's  Rede  Lecture  on  Tht  Eatfy 
RoiaissaKci  in  England  (Cambridge,  1895)- 

'  A  tur  type  of  this  species  of  student  is  Walter  Paston,  of  the  Paslon 
2.«0i>fs,  wfao  did  mediocre  Latin  composition  at  Eton,  and  was  aflerwarda  sent 
to  both  Oxford  and  Cambridge,  whence  he  dutifully  wrote  home  for  supplies 
to  enable  him  to  live  like  other  men. 
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course  the  passivities  of  which  our  country  has  at  all  times 
been  a  kindly  nurse  remained  powerful  forces  to  reckon 
with,  a  special  public  was  gradually  forming  itself  such  as 
could  not  escape  the  influences  of  the  Renascence,  when 
they  reached  our  shores  in  stronger  and  ampler  currents. 
To  none  of  these  influences,  whether  pure  or  mixed  in  their 
relations  to  literature  and  art,  was  the  English  academical 
public  (if  I  may  so  call  it)  of  the  period  which  may  be 
roughly  described  as  the  third  quarter  of  the  sixteenth 
century,  more  susceptible  than  to  that  of  the  Classical  and 
its  scion  the  early  Italian  drama,  together  with  the  narrative 
sources  from  which  the  latter  was  constantly  fed.  It  must 
remain  a  subsidiary  matter  of  speculation  how  far  the 
earliest  visits  of  Italian  actors  to  this  country  contributed  to 
the  beginnings  of  our  regular  drama  ^. 

These  hints  may  suffice  to  introduce  a  brief  account  of 
the  beginnings   of  English   tragedy  and   comedy  respec- 
tively.     Though   it  was  comedy   which   first   established 
itself  as  a  perfected  growth  in  our  national  literature,  tn^edy 
claims  her  natural  precedence  in  the  ensuing  outline. 
Tht  tarty         Many  generations  before  the  influence  of  the  Renascence 
'^^  and  movement  made  itself  felt  in  the  prioress  of  the  English 
iis  ihttHts.    drama,  Italian  tragedy  had  seized  on  themes  of  national 
interest,  and  treated  them  in  a  form  imitating  the  Latin 
classical  model — Seneca — of  whom  I  shall  immediately  have 
to  speak  at  length.     Alberto  Mussato's  Eccerinis  was  the 
work  of  a  Faduan  born  not  more  than  three  years  after 

'  According  to  Collier,  i.  9a6,  a  compaoy  of  '  Italian  playeis'  perfonaed 
before  the  Queen  at  Windsor  in  1577  ;  but  one  of  these  was  evidently 
a  tumbler  or  vaulCer.     In  Whetstone's  HtpimntrtM  of  Civil  Discoursts  (1583) 
are  mentioned  '  comedians  of  Ravenna,'  who  were  not  '  tied  to  any  written 
device,'  but  who  had  '  certain  grounds  or  principles '  (i.  e.  outlines  of  per- 
formauce)  '  of  their  own.'    It  can  hardly  be  doubted  that  these  were  the 
actors  alluded  to  a  few  years  later  in  7Vw  Spamsk  Tragttfy  (Act  V)  :— 
'The  Italian  Tragedians  were  so  sharp  of  vrit 
That  in  one  hour's  meditation 
They  would  perform  any  thing  in  action.' 
Yet  although  these  Italian  actors  probably  for  the  most  part  presented  the 
improvised  comedies  known  as  corHmt£t  dtlT  arit,  to  which  reference  will 
be  made  below,  they  may  also  have  carried  with  them  regular  plays — so- 
called  cotHimJU  muMlt — which  the  perfonnei?  had  to  get  by  heart.     Cf. 
with  Collier,  iii.  aoi,  Klein,  iv  560. 
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the  death  of  the  tyrant  Ezzelino  himself* ;  and  though 
the  play  is  written  in  Latin,  and  is  a  close  imitation  of 
Seneca,  from  whose  Thyestes  it  even  borrows  a  passage 
verbatim,  its  subject  is  one  of  immediately  national  interest. 
Another  Latin  drama  of  the  same  century  treats  a  con- 
temporary event,  the  Capture  of  Cesetta^;  and  Landivio, 
a  poet  of  the  fifteenth  century,  commemorates  in  another 
Latin  tragedy  the  Captivity  and  death  of  a  famous  captain 
of  its  times*.  But  long  after  the  Italian  tragic  poets  had 
begun  to  compose  in  their  own  tongue  their  subservience 
to  Seneca  led  them  to  prefer  classical  subjects,  although  we 
meet  with  a  Rosmunda  * ;  so  that  by  the  time  when  the 
English  drama  came  into  contact  with  the  Italian,the  example 
of  Ae  latter  no  longer  pointed  in  a  direction  which  our  play- 
writers  had  already  in  an  earlier  period  come  to  pursue  of 
its  own  accord. 

Of  the  influence  of  Italian  models  it  would  therefore  at  hoiatid 
this  stage  be  misleading  to  speak.    We  may,  however,  wonder  ^^^  ^ 
why  it  should  not  have  independently  suggested  itself  to  <">  early 
the  minds  of  many  of  the  authors  of  our  later  miracle-  ^fCHitr 
plays  to  widen  their  range  of  subjects  so  as  to  include  1*"^^. 
dramatic   versions   of  secular   narrative.     When   historical 
figures  such  as  Octavian  and  Tiberius  Caesar  found  their 
way  into  the  religious  plays,  and  Pompey  the  Great  and 
other  heroes  of  profane  lore  made  their  appearance  in  the 
pageants,  the  step  to  the  dramatic  treatment  of  an  entire 
passtts  of  secular  history  or  of  pseudo-historical  romance 
might  seem  to  have  been  so  easy,  that  the  only  wonder  is  that 
it  should  hardly  ever  have  have  taken".    An  exception 

'  Hussato  was  bom  in  ia6i  and  died  in  1330  (Klein,  v.  035).  For  an 
abstract  of  the  Ecemias,  see  J.  Cooper  Walker,  j4h  flittahcat  ami  Critital 
£ssay  oh  I/u  Rtvival  oftht  Drama  in  Italy  (1O05),  pp.  ao  ttqq. 

'  A.  D,  1357  {Klein,  v.  351). 

*  Di  Captiaitati  Duda  JacM  iragotdia.  Jacopo  Piccinino  was  executed 
in  1464  (!».)■     C£  Walker,  «.s..  pp.  56-8. 

<  By  G.  Rucellai,  1516.  The  earliest  tragedy  in  Italian  is  Galeotto  del 
Cairetto's  Sofonisba,  acted  150a ;  Triasino'a  Sofimisba  [1515),  Marteili's  TuOa, 
and  Rucellai's  Rosmunda  followed.  See  Klein,  v.  351.  For  an  enumeration 
of  other  Italian  tragedies  of  the  same  cpocb  and  of  the  next  two  decades  see 
Symonds,  Sfiaispert's  Predtcesaors,  a\^  ;  and  cC  Walker,  An  Hisloriat 
Memoir  of  Italian  Tragtdy  {^iiggi). 

•  One  or  two  French  '  probine  mysteries '  have  been  already  noted. 
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may  perhaps  be  noted  in  the  instance  of  a  play  acted  at 
the  market-cross  of  Chester  in  15*9,  the  title  of  which  was 
Robert  Cicill,  i.e-  King  Robert  of  Sicily.  It  was  doubtless 
founded  on  the  old  romance  of  that  name,  which  although 
certainly  not  identical  with  the  romance  of  Robert  the 
Devil,  may  connect  itself  with  the  same  cycle  of  Norman 
l^end.  The  romance  tells  how  the  proud  King  Robert 
was  subjected  to  a  severe  penance  by  an  angel  of  God,  who 
assumed  the  king's  place,  and  changed  him  into  the '  fool 
of  the  halL'  In  this  degraded  capacity  King  Robert  had 
to  accompany  his  impersonation  on  a  visit  to  the  Pope  of 
Rome ;  nor  was  he  restored  to  his  royalty  till  after  their 
return  to  Sicily.  Collier  alleged  that  he  had  discovered  a 
letter  addressed  to  Thomas  Cromwell, by  the  Mayor  and 
Corporation  of  Chester,  in  which  they  gave  an  account  of 
the  plot  of  the  play  closely  corresponding  to  the  story  of 
the  romance '.  If  so,  this  was  to  all  intents  and  purposes 
a  miracle-play,  and  should  be  classed  with  productions  of 
this  kind  rather  than  regarded  as  a  precocious  attempt  in 
the  direction  of  historical  tragedy. 

Three  plays  founded  on  romance, /"h/wt*/  Grisilde,i.  Titus 
and  Gesippus  and  a  Melibeus,  together  with  a  fourth  on 
a  subject  of  modern  history,  the  Burning  of  John  Huss,  are 
stated  by  Bale  to  have  been  among  those  seen  by  him  in 
the  library  of  their  author,  Ralph  RadclifTe.  This  worthy 
was  a  learned  man  who  in  1551^  opened  a  school  at  Hitchin, 
havit^  obtained  a  grant  of  the  dissolved  Carmelite  friary  in 
that  town,  and  his  plays  were  performed  by  his  pupils  in 
what  had  formerly  been  the  refectory  of  the  monks.  We 
know  nothing  concerning  these  early  efforts  of  our  scholastic 
drama  besides  their  titles ;  some  of  Radcliffe's  plays  are  said 
to  have  been  in  English,  others  in  Latin  *. 

*  See  Callier,  i.  116;  'It  ia  calljd  Kynge  Robart  of  Cicj-lye,  the  whiche 
wai  warned  by  an  Aungell  whiche  went  to  Rome,  and  shewed  Kyng 
Robart  all  the  powre  of  God,  and  what  tbynge  yt  was  to  be  a  pore  man  ; 
and  tfaanne,  after  soodiye  wuideryiiges,  leddc  hym  backe  agayoe  to  hii 
kingdome  of  Cicylye,  where  he  lyved  and  raygned  many  yeres.' — For  an 
account  of  the  romance  see  Warton,  ii.  174-6,  with  Price's  noU. 

'  See  Warton,  i![.  308-9;  cf.  Collier,  L  114  noit.  The  names  of  the 
remaining  plays  by  RadcliSe  seen  by  Bale  were  Diva  and  Ltuarus;  Tht 
Dtlivery  o/Susatnah ;  JaVaStiffrriHg);  Jonas,  and  TluFortUuiU  ofjudiih. — 
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For  many  a  long  day  our  national  history  had  remained  Tfubtgin- 
a  sealed  work  to  our  people  at  large.  Although  chronicles  a'^ti^y 
had  been  composed  in  a  long  succession  which  even  the  e/tmr 
Wars  of  the  Roses  had  been  unable  altc^ether  to  break,  Abft»y. 
their  authors  had  been  chiefly  ecclesiastics,  nor  had  it  ever 
formed  part  of  their  design  to  gratify  such  interest  in  the 
national  past  as  m^ht  here  or  there  exist  in  the  general 
public  But  the  Renascence  brought  to  England,  from  Italy 
in  the  first  instance,  a  taste  for  historical  study.  In  the  first 
place,  the  reawakened  enthusiasm  for  the  great  classical 
authors  themselves  was  in  some  measure  an  enthusiasm  for 
historians.  In  Italy  the  age  of  the  Renascence  opens  the 
epoch  of  critical  history,  and  in  the  fifteenth  century  the 
histories  of  the  great  Italian  cities  were  already  being  written 
in  a  spirit  to  which  the  chroniclers  of  northern  countries, 
with  their  nmf  mingling  of  fact  and  fiction,  as  yet  re- 
mained strangers.  In  France,  Comines  in  historic  insight 
excels  Froissart,  almost  in  the  same  measure  in  which  he  falls 
short  of  the  earlier  writer  in  purely  literary  excellence.  The 
earlier  phase,  at  least,  of  the  German  Renascence  called  forth, 
in  Elsass  more  particularly,  a  taste  for  patriotic  history. 
In  England,  both  antiquarian  and  literaiy  tendencies  like- 
wise began  to  turn  to  this  field  of  study*.  It  was  an 
Italian,  Polydore  Virgil,  who,  under  the  first  two  Tudors, 
made  the  first  attempt  to  write  Ei^lish  history  after 
a  fashion  deseed  to  be  attractive  from  a  literary  point  of 
view — of  course  in  Latin ;  and  already  Henry  Vll's  re^ 
produced  in  Fabyan's  Chronicle,  or  Concordance  of  Hislories, 

Bale  likewise  mentions,  as  hsving  written  '  tragedies  and  comedies  '  in  the 
reign  of  Henry  VIII,  Henry  Parker,  Lord  Moriey,  whose  only  extant  work 
is  a  version  of  the  Ttrnttiplia  of  Petrarch. 

*  As  to  the  former,  see  in  John  Leland's  Ntw  Vial's  Gift  lo  King 
Htniy  VIII,  published  by  Bate  with  his  commentary  two  (or  possibly  rather 
more)  years  after  the  king's  death,  such  passages  as  the  rollowing:  '  O  that 
wc  had  now  the  floryshyitg  workes  of  Gildas,  sumamed  Cambrius,  that  most 
noble  Poete  and  Historyane  of  the  Brilaines,  which  wrote  in  the  tyme  of 
Kynge  Aniinigus,  when  S.  Peter  yet  preached  to  the  dispersed  bretheme. 
The  Venecyans  more  than  Ixxzviii  yeares  ago  for  theyr  cominodite  could 
latcbe  them  out  of  Irelande,  and  haue  them  yet  commcn  both  at  Venys  and 
Rome,  accounting  them  a  very  specyal  treasure.' — I  quote  from  the  charming 
reprint  of  this  interesting  relic,  recently  (1895)  issued  by  my  friend 
Dr.  Copinger  from  his  Priory  Press  at  Hancheater. 
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the  earliest  of  a  series  of  efforts  at  historical  composition  in 
the  native  tongue  destined  to  exercise  an  endurii^  effect 
upon  the  patriotic  sentiments  of  our  people.  The  policy  of 
Henry  VIII  necessarily  rendered  him  unwilling  to  employ 
the  art  of  printing,  as  it  was  used  by  the  German  reformers, 
for  the  encouragement  of  a  spirit  which  should  be  at  once 
national  and  anti- Roman  ;  but  of  the  '  new  learning '  spread 
by  the  Renascence  and  the  Reformation  movements,  some 
study  of  the  national  history,  and  a  concomitant  endeavour 
to  compose  historical  works  in  a  widely  acceptable  literary 
form,  inevitably  became  part.  It  was  impossible,  especially 
in  a  people  so  conservative  at  bottom  as  the  English,  that 
a  great  political  as  well  as  religious  transformation  should 
accomplish  itself  without  a  conscious  appeal  on  the  part  of 
its  advocates  to  the  historical  past  of  the  nation.  The 
Tudor  dynasty  availed  itself  of  the  beginnings  of  our 
modern  historical  literature  to  blacken  its  adversaries  and  to 
glorify  itself;  and  the  Reformers,  when  advocating  their 
doctrines  and  attacking  the  practices  of  the  Church  of  Rome, 
were  as  a  matter  of  course  led  to  recur  to  the  memory  of 
controversies  and  struggles  waged  of  old,  if  not  for  the  same 
ends,  at  all  events  against  the  same  resisting  powers. 

While  therefore,  as  has  been  already  seen,  the  mysteries 
did  not  remain  wholly  unaffected  by  the  spirit  of  the  Refor- 
mation ',  and  while  some  of  the  moralities  were  designedly 
made  vehicles  for  the  inculcations  of  its  principles  and 
tenets,  the  attempt  to  call  in  the  aid  of  national  history  for 
the  purposes  of  dramatic  eETect  could  hardly  fail  to  be  made 
in  a  more  comprehensive  and  a  more  systematic  form.  With 
the  help  of  the  existing  chronicles  of  past  reigns,  practical 
lessons  m^bt  conveniently  be  conveyed  to  the  living  genera- 

'  One  would  like  to  know  how  far  this  spirit  miiDllested  itself  in  some 
of  the  later,  or  latest,  survivals  of  the  religious  plays  of  the  aacient  type. 
There  cao  of  course  be  no  doubt,  from  this  point  of  view,  as  to  Abm/atH's 
Sacrifice,  a  troiislation  from  Beza  by  A.  G.  (Arthur  Golding)  which  ap- 
peared in  1575.  But  we  have  no  information  concerning  Abratnt  and  LMt 
except  that  at  three  performances  of  it  on  January  9,17,  and3i,  1593,  Henslowc 
received  lijf.,ixxj.  and  xiJ5.  respectively,  or  as  to  Abaiiomt,  except  that  on  the 
occasion  oi  its  performance  in  October,  i6oa,  he  disbursed  '  for  poleyes  and 
workmanshipp  for  to  hang  ^Molome '  xiiij^.  (Henslowe's  Diary,  pp.  3a,  33, 
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tioa  ;  and  of  all  the  forms  of  the  controversial  morality,  if 
I  may  use  the  expression,  that  of  the  historical  morality 
seemed  most  to  recommend  itself  by  its  impressiveness,  its 
interest,  and  its  comparative  safety.  It  was  at  once  more 
effective  than  the  morality  pure  and  simple,  and  less 
dangerous  in  days  of  sudden  shifts  and  changes,  than  the 
political  morality  in  the  stricter  sense  of  the  term. 

Something  of  the  kind  su^ested  must  have  been  the  Orim 
origin  of  the  so-called  Chronicle  History,  of  which  the  earliest  chronicle 
specimen  remaining  to  us  closely  connects  itself  with  the  fiototy. 
moral-plays.     This  is  the  Kyng  Jokan  of  Bishop  Bale. 

John  Bale  lived  in  times  when  alike  for  the  sake  of  one's  BiaMofiBaU 
conscience  and  for  the  sake  of  one's  career  it  is  imperative  ,563)' 
to  choose  a  side  ;  and  his  was  chosen  with  promptitude  and 
with  decision.  Born  in  Suffolk  in  149^,  he  was  educated 
partly  in  a  monastery  at  Norwich,  partly  at  St.  John's 
College,  Cambridge  (thus  being  the  earliest  of  the  alumni 
of  that  famous  college  to  connect  its  history  with  the  annals 
of  the  English  drama).  At  Cambridge  he  became  a  Protes- 
tant and,  avowedly  in  order  to  dissever  himself  for  ever  from 
the  service  of  Rome,  married  a  wife.  He  was  in  due  course 
favoured  by  Cromwell,  on  whose  downfall  he  withdrew  into 
the  Low  Countries,  where  he  resided  for  eight  years,  natur- 
ally finding  ample  time  for  literary  occupation.  On  the 
accession  of  Edward  VI,  he  obtained  first  a.  living,  then  the 
Irish  bishopric  of  Ossory.  His  consecration,  however,  was 
speedily  followed  by  the  accession  of  Mary ;  and  after  many 
troubles  he  once  more  fled  to  the  Continent,  not  to  return 
then(»  till  after  the  death  of  the  Queen.  He  was  now  com- 
forted for  the  remainder  of  his  days  by  a  prebendal  stall  at 
Canterbury,  He  had  actively  served  the  cause  of  the  Refor- 
mation with  his  pen,  consistently  seconding  the  policy  of  its 
most  advanced  political  champions,  Cromwell  and  Somerset 
and  Northumberland  ;  knowing  no  measure  in  the  violence 
of  his  partisanship,  and  pouring  forth  in  extraordinary  abun- 
dance, literature  which  can  in  no  sense  be  called  '  pure.'  His 
incontinence  as  a  writer  has  caused  him  to  be  vituperated 
even  by  latter-day  upholders  of  the  interests  to  which  he 
devoted  his  pen ;  his  dil^ence  as  a  compiler  has  brought 
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blessings  on  his  head,  such  as  have  &llen  to  the  lot  of  few  of 
his  contemporary  craftsmen  '.  For  my  purpose  it  suffices 
to  point  out  that  we  have  in  this  instance  to  do  with  a  man 
of  strong  opinions,  and  accustomed  to  express  them  with 
a  vehemence  in  default  of  which  listeners  were  not  easily  to  be 
secured  in  so  clamorous  an  age.  Such  a  man  neither  puzzles 
nor  refines  before  suiting  words  to  his  thoughts,  shows  scant 
scruple  about  putting  new  wine  into  old  bottles,  and  leaves 
contents  and  continents  to  arrange  things  between  them  as 
best  they  may.  Thus,  for  instance,  the  dramatic  forms  of 
the  mysteries  and  moralities  that  he  found  ready  to  his 
hands,  commended  themselves  to  him  without  further  ado 
for  the  controversial  uses  which  were  the  business  of  his  life. 
Among  the  plays  from  his  hand  preserved  to  us,  only  a 
single  one  is  devoid  of  controversial  elements. 

Of  those  which  have  been  lost  the  titles  enable  us  to 
guess  the  contexts.  He  states  that  he  translated  Pammachii 
irt^oedias,  a  phrase  which  Warton  thinks  may  perhaps  refer 
to  the  play  called  Pammackitts,  performed  at  Christ's  Col- 
lege, Cambridge,  in  i544i  <md  afterwards  laid  before  the 
Privy  Council  as  a  libel  *.  Sale's  own  dramatic  pieces  were, 
according  to  his  account,  extremely  numerous,  comprising 
a  series  of  'comedies,'  which  appear  to  form  a  sort  of 
collective  mystery  concerning  the  life  of  Christ,  from  His 
boyhood  to  His  Resurrection,  tc^ether  with  other  single 
plays  both  religious  and  secular.  The  titles  of  some  of  the 
latter  group  are  in  harmony  with  the  political  and  religious 
opinions  advocated  by  their  author :  Upon  both  Marriages 
of  thf  King- {HearyVlll) ;  The  Treacheries  of  the  PapisU ; 

>  Mr.  Froude  calls  him  '  the  noisiest,  the  most  profane,  the  most  indecent 
of  the  movement  party,'  and,  more  tersely,  'a  foul-mouthed  ruffian.' — 
I  remember  the  late  Mr.  Henry  Bradshaw  observing  to  me  in  the  Cambridge 
Univ«rsi^  Library,  that  in  certain  lines  of  research  evetybody  ialls  back 

'  Warton,  iv.  74.  A  reference  to  the  account  of  this  Latin  comedy,  lift, 
iii.  30a,  will  show  that  Warton's  expression  '  a  libel  on  the  Reformation ' 
must  be  a  slip  of  the  pen.  Gardiner,  the  Chancellor  of  the  University, 
denounced  Fanam^ius  as  containing  offensive  reQexions  on  those 
papistical  ceremonies  which  had  not  been  abolished.  It  was  originally 
dedicated  to  Luther.  See  K.  Hase,  MitacU  Plays,  &'c.  (Etiglalt  TruMsAtAM), 
P.57- 
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0/  the  Impostures  of  Thomas  a  Beckett^.  Of  this  class  of 
plays  by  Bale,  Kyrtg  Johatt  (which  will  be  noticed  at  length) 
and  The  Three  Laws  of  Nature,  Moses  and  Christ,  corrupted 
by  the  Sodomites,  Pharisees,  and  Papists.  Unfortunately, 
tfie  latter  production  (printed  about  1538  and  reprinted  in 
156a)  is  not  easily  accessible  ;  but  it  is  described  by  Warton 
as  '  a  satirical  play  against  popery,  and  perhaps  the  first  of 
the  kind  in  our  language.'  Infydelyte  is  the  parent  of  six 
Vyces,  who,  according  to  the  directions  given,  are  to  be 
apparelled  as  follows :  '  Let  Idolatry  be  decked  lyke  an 
olde  wytche,  Sodomey  lyke  a  tnonke  of  all  sectes,  Ambycyon 
lyke  a  byshop,  Covetousnesse  lyke  a  Pharisee  or  spyrituall 
lawer.  False  Doctrine  lyke  a  popysh  doctour,  and  Hypo- 
cresy  lyke  a  graye  fryre.  The  rest  of  the  partes,'  the  direc- 
tion adds, '  are  easye  ynough  to  conjecture.'  At  the  opening 
of  a  scene  in  Act  ii  Infidelity  intones  a  Latin  prayer  of 
unspeakable  profanity  and  obscenity*.  Of  Bale's  miracle- 
plays  which,  using  an  ambiguous  expression,  he  states 
himself  to  have  '  compiled,'  four  have  been  preserved ;  and 
of  these,  as  belonging  to  a  class  of  compositions  already 
sufficiently  described,  a  passing  notice  will  suffice. 

God's  Promises*,  written  in  1538,  is  a  mystery  of  the  CW* 
amplest  kind  of  construction,  and  was,  as  its  author  himself  f'°^ 
informs  us^  like  his  yohn  the  Baptist,  acted  by  the  youths 
upon  a  Sunday  at  the  market-cross  of  Kilkenny.  Its 
diction,  however,  is  that  of  a  learned  writer,  and  the  theo- 
1(^cal  ailment  or  concatenation  is  developed  with  pre- 
cision and  strict  coosecutiveness.  The  '  Promises '  are  those 
made  by  God  to  Adam,  Noah,  Abraham,  Moses,  David, 
Isaiah,  and  John  the  Baptist,  each  of  whom  in  turn,  and 
in  an  Actus  devoted  to  him,  holds  discourse  with  Pater 
CoeUstis.  Each  of  the  seven  '  Acts '  concludes  with  an 
Antiphon  sung  by  the  particular  interlocutor,  and  a  pro- 
Ic^e  and  epilogue  are  spoken  by  the  author,  Balaeus 
himself.    The  object  of  this  composition  (unless  the  general 

'  See  the  list  given  b^  Bale  himself  in  his  ScripU>rntn  itIuslriHiM  Majoris 
Britatmtat  Calaiegus  (1549),  uid  cited  ap.  Collier,  iL  160  noU,  from  the  Basel 
fblio  of  1577.  '  WartoD,  iv.  73-4:  cC  Froude,  iv.  300. 

*  PriDled  in  Dodsley's  Old  Plays,  vol.  i. 

*  In  his  Vdcagtati  to  l/u  Bishoprich  of  Ossory.    (Wartoa,  iv.  74,) 


D.q.tizecbvGoOglc  _ 


176  ENGLISH  DRAMATIC  UTERATURE  [cH. 

reference  in  the  epilt^ue  to  the  doctrine  of  Justification  by 
Faith  be  insisted  upon)  may  therefore  be  said  to  be  edifi- 
cation pure  and  simple — 

'  No  tryfcling  sporte 
In  fantasyes  faynecl,  nor  socbe  like  gaudysh  gere, 
But  the  thyngs  that  ahall  your  inward  stomake  chear, 
To  rejoice  in  Goii  for  your  justylycacyon. 
And  alone  in  Christ  to  hope  for  your  salvacyon.' 

The  Temp-  The  Teviptocyon  of  our  Lorde ',  written  in  the  same  year, 
*^L^de  distinctly  describes  itself  as  an  '  Acte,'  or  portion  of  a  series, 
(1338)-  Although  well  and  vigorously  written,  it  is  not  otherwise 
remarkable  except  as  containing  very  unmistakeablc  refer- 
ences of  a  controversial  character  to  some  of  the  institu- 
tions upon  which  the  Reformation  made  war.  The  moral 
of  the  whole  piece  is,  not  to  condemn  fasting,  but  to  show 
that  its  value  lies  merely  in  its  being  a  fruit  of  faith;  in 
addition  to  which  the  opposition  to  the  general  reading  of 
Scripture,  and  the  preference  shown  by  '  relygyouse  men ' 
for  '  contemplacyon '  rather  than  the  study  of  the  Scrip- 
tures, are  directly  or  indirectly  inveighed  against.  And 
the  Tempter,  who  in  the  first  instance  assumes  the  habit 
of  a  hermit,  explicitly  expresses  his  conviction  that,  as  the 
'  vycar  at  Rome '  will  be  his  friend,  he  may  defy  the 
Saviour  himself. 
johan  A  fourth  mystery  by  Bale  belongs  in  date  of  composition 

t'Sasf'  ^^  ''^^  same  year  1538,  It  is  the  'brefe  comedy  or  enter- 
lude '  of  Johan  Baptystes  preachynge  in  the  Wyldernesse,  6^,' 
Its  characters  are  the  sacred  personages  of  the  passages  in 
the  Gospel  which  it  paraphrases,  and  the  t)'pical  figures 
oi  Publicanus,  Pharisaeus,  Turba  vulgaris.  Miles  armatus, 
and  Sadducaeus.  Prolt^ue  and  epilogue  are  here  too  sup- 
posed to  be  spoken  by  the  author  himself;  and  there  are 
again  references  to  the  rupture  with  Rome.  The  Pharisee 
inveighs  against  the  '  new  lernynge '  introduced  by  St.  John 
(the  term  employed  in  Kyng  Johan  to  signify  the  teaching 
of  the  Reformation),  and  all  ambiguity  is  removed  by  the 

'  Edited  by  Dr.  A.  B,  Grosait  among   the  Mi^Uaati  of  tlu  FulUr 
Wariluti  LAmy,  vol.  i.  (1870), 
)  Printed  in  Uie  HurUiaH  Misttllany,  vol  i. 


D.q.tizecbvGoOglc 


ii]        BEGINNINGS  OF  THE  REGULAR  DRAMA      m 

direct  admonition  of  the  Prologue  not  to  listen  to  saints 
and  founders  of  monastic  orders,  and  to 

'  Beleve  neither  Pope,  nor  prest  of  hys  consent.' 
Even  in  the  above  group  of  plays,  however,  we  cannot  Kyugr 
recognise  any  very  substantial  advance  upon  the  religious  {^g^) 
and  political  moralities  described  in  the  previous  chapter. 
In  Kynge  5'i>Aa«  ^  which  accordingly  calls  for  a  more  special 
and  detailed  notice,  we  perceive  that  a  very  remarkable 
step  in  advance  has  been  taken  towards  those  chronicle 
histories   from  which   English   historical    tragedy  was   to 
take  its  b^inning.     This  work  was  not  made  known  to 
students  until  its  discovery,  some  time  between  1831  and 
1838,  ambng  old  papers  belonging  to  the  Corporation  of 
Ipswich,  whence  it  found  its  way  into  the  library  of  the 
Duke  of  Devonshire.    It  contains  a  reference  to  King  John's 
charitable  foundations  there  and  in  the  neighbourhood — 
'Great  monymentes  are  in  Yppeswycb,  Donwych  and  Berye, 
Which  notetfa  hym  to  be  a  nian  of  notable  mercye;' 
and  the  editor  of  the  play,  the  late  J.  P.  Collier,  conjectures 
with  much  probability  that  it  was  performed  by  the  guilds 
or  trades  of  Ipswich. 

About  half  of  this  production,  including  all  the  latter 
portion,  is  in  Bale's  handwriting,  while  the  remainder  is 
throughout  carefully  corrected  by  him,  various  passages  being 
inserted  for  the  sake  of  greater  completeness,  or  for  other 
reasons.  The  name  of  Bale  nowhere  occurs,  but  as  he  enu- 
merates a  play  under  the  title  De  Joanne  Anglorum  Rege 
among  his  dramatic  works,  and  describes  it  as  in  idiomaU 
maiertto,  and  as  his  handwriting  is  identifiable  by  other  evi- 
dence. Collier  thinks  that  no  doubt  can  exist  as  to  his  author- 
ship. Yet  I  cannot  perceive  any  proof  of  the  earlier  part  of 
Kynge  Johan  having  been  Bale's  own  production,  although, 
on  the  other  hand,  there  is  likewise  no  proof  of  the  contrary 
assumption.  The  work  is  at  the  close  of  the  MS.  described 
as  two  playes ;  but  it  remains  doubtful  where  No.  I  ended 
and  Na  II  begaa  It  might  be  surmised  that  No.  I  ended 
where  we  read  Finit  Actus  I,  about  the  middle  of  the 

■  Edited  by  Collier  for  the  Carndtn  Sodfty,  1838. 
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whole,  after  a  summary  of  what  has  gone  before  in  stanzas 
by  the  Interpretour  (who  here  appears  as  a  kind  of  chorus). 
If,  however,  such  is  not  the  case,  and  if  the  second  plciy 
begins,  as  Collier  thinks,  at  a  considerably  later  point,  where 
some  confusion  or  omission  occurs  in  the  MS.,  and  where 
Bale's  own  handwriting  commences,  it  may  be  that  only 
the  second  part  was  by  him.  In  support  of  this  possibility, 
it  may  be  noticed,  first,  which  is  of  little  importance, 
that  Bale  in  bis  Summarium  gives,  as  a  translation  of  the 
beginning  of  his  play,  Latin  words  to  which  the  actual 
b^inning  only  very  vaguely  corresponds ' ;  secondly,  that 
a  considerable  difference  seems  noticeable  between  the 
earlier  and  the  later  portions,  the  earlier  being  (I  think)  at 
once  more  vigorous  and  effective  in  the  serious,  and  coarser 
in  the  comic,  passages.  Internal  evidence  sufficiently 
shows  the  play  to  have  been  written  either  in  or  soon  after 
Henry  VIII's  reign,  and  before,  not  after,  that  of  Queen 
Mary,  It  is  most  probably  a  product  of  the  early  years 
of  the  reign  of  Edward  VI  *.  The  conclusion,  with  an 
adulatory  reference  to  Queen  Elisabeth,  is  obviously  a  later 
addition ;  and  may,  as  Mr.  Fleay  ingeniously  conjectures, 
have  been  introduced,  with  certain  other  modifications,  on 
the  occasion  of  the  play  being  performed  before  the  Queen 
during  her  visit  to  Ipswich  in  August,  1561  ^ 

In  ages  nearer  to  our  own  the  reign  of  Queen  Mary,  who 
in  1548  was  still  but  a  persecuted  princess,  has  been  apt  to 
furnish  the  most  glaring  illustrations  required  by  Protestant 
partisanship  when  appealing  to  the  antipathies  of  popular 
audiences.  The  contemporaries  of  Edward  VI  could  hardly 
have   found  any  period  of  English  history  so  useful  for 

■  See  Collier's  edition,  Note  I. 

'  Even  granting  that  ImptriaS  Majtsty,  u  Mr.  Fleay  puts  it,  is  '  ostensibly 
HeniyVIlI,'  tbis  would  not  show  that  the  play  was  written  before  his 
death.  On  the  other  hand,  the  reference  to  '  our  late  Kynge  Henrye '  (see 
below)  might  of  course  have  been  introduced  in  the  reign  of  Elisabeth. 

•  Chnaael*  History  of  Iht  London  Slag*,  63-3,  where  it  is  pointed  out 
that  Impirial  Majisly  is  repeatedly  styled  '  Govemour ' — the  title  assumed 
byElisabethinlieuof  that  of 'Head 'of  the  Church.  Ct  the  same  author  s 
Biegrapkicoi  CAnmicit  of  tht  EHgtisk  Drama,  i.  aS.  Bale,  who  died  in 
1563,  is  supposed  by  Ur.  Fleay  to  have  huDSclf  been  the  corrector. 
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a  similar  purpose  as  the  re^  of  King  John,  Had  not 
Wyclif  begun  his  public  career  as  the  literary  mouthpiece 
of  the  English  Parliament  which  rejected  the  impolitic 
demand  of  Pope  Urban  V,  that  the  arrears  of  the  tribute 
agreed  upon  between  King  John  and  PanduJph  should  be 
paid  up  at  once  ?  With  all  the  hatred  of  Papal  exactions 
and  Papal  interference,  and  of  the  arrc^ance  characterising 
it  in  manner  as  well  as  matter,  there  of  course  coexisted  in 
the  popular  English  mind  much  ignorance  as  to  many  parts 
of  King  John's  story,  and  as  to  the  individuality  of  King 
John  himself  Thus,  although  he  could  not  well  be  vene- 
rated as  a  hero,  he  might  be  sympathised  with  as  a  victim ; 
it  might  even  be  insinuated  or  asserted,  that  this  treacherous 
prince,  whose  homage  done  to  the  Pope  for  his  two  king- 
doms was  in  truth  a  political  manoeuvre  dictated  by 
desperation,  and  whose  mind  was  visited  by  glimmerings 
of  Protestant  doctrines  just  about  as  much  as  that  of  his 
brother  Richard,  withstood  proud  Pharaoh— the  Pope — as 
a  faithful  Moses  on  behalf  of  his  poor  Israel — England ; 
while  the  now  glorified  name  '  Lollard '  might  be  applied 
to  him  without  any  scruple  as  to  its  appropriateness. 

Possibly,  Kynge  Johan  was  one  of  the  publications  against 
which  Bishop  Gardiner  protested  in  a  letter  to  the  Protector 
Somerset  written  in  the  first  year  of  Edward  VI's  reign  ^, 
when  the  Visitation  had  begun  which  was  almost  literally 
to  change  the  face  of  the  land,  and  which,  while  received 
with  very  different  feelings  elsewhere,  may  be  supposed  to 
have  found  friends  at  Ipswich'.  Cardinal  Wolsey's  birth- 
place had  benefited  by  the  abolition  of  some  of  the  smaller 
monasteries  in  the  reign  of  Henry  VHI,  and  its  grammar- 
school  was  to  be  endowed,  probably  from  similar  sources, 
by  Queen  Elisabeth.  Some  of  the  charitable  foundations 
of  this  borough  or  its  vicinity,  as  was  mentioned  above, 
happened  to  date  back  to  the  re^n  of  King  John,  whose 
name  had  therefore  a  good  sound  in  this  part  of  the  country. 
But  the  choice  of  theme  might  have  naturally  su^ested 

*  See  Froude,  iv.  300. 

*  Less  isolated  Uuu  the  oBciider  irtio  had  suffered  there  in  the  days  of 
the  Six  Artklea  (1539).    C£  Fronde,  iii  188. 

N  % 
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itself  on  more  general  grounds ;  and  indeed  a  previous 
dramatic  attempt  on  the  subject  seems  to  have  been  pro- 
duced in  the  shape  of  '  an  enterlude  concernyng  King 
John,'  acted  'at  my  Lorde  of  Canterbury's'  (Cranmer's)  on 
January  2nd,  1540 '. 

The  play  of  Kynge  Johan  (for  I  must  treat  it  as  a  single 
one)  breathes  the  very  spirit  of  the  period  of  its  com- 
position— an  emphatic  defiance  of  the  Pope  and  of  Popery, 
thoroughly  in  consonance  with  the  tendencies  which  animated 
the  sway  of  Somerset  and  the  Calvinistic  reformers.  These 
were  the  men  who  made  war  upon  the  relics  of  Roman 
ritual  and  Church  wealth  spared  by  Henry  VIII,  against 
which  the  author  of  Kynge  Johan  inveighs  with  the  utmost 
bitterness  and  vehemence.  At  no  other  time  in  the  Tudor 
period  was  so  '  thorough '  a  view  in  the  ascendant  in  the 
reforming  circles  as  to  the  authority  of  the  temporal  sove- 
reign in  Church  as  well  as  State ;  and  it  is  this  view  which 
the  play  enforces  with  reiterated  energy.  The  royal  supre- 
macy is  repeatedly  Insisted  upon  in  terms  one  may  almost 
say  of  gusto,  such  as  Cranmer  would  have  heartily  ap- 
proved. It  is  curious,  by  the  bye  (and  incidentally  like- 
wise points  to  an  early  date),  that  though  the  author 
vigorously  denounces  the  absurdity  of  employing  the  Latin 
toi^e  in  the  services  of  the  Church,  he  almost  Invariably 
makes  his  own  quotations  from  Scripture  (which  are  very 
copious)  in  Latin,  as  if  that  were  the  tongue  after  all  most 
familiar  to  him  as  the  languE^e  of  the  Bible. 

The  drama  begins  with  a  speech  from  King  John  himself, 
declaring  his  line^e  and  position,  and  announcing  his  in- 
tention to  do  his  duty  by  his  people.  To  him  enter  '  Yng- 
lond  vidua' — a  personification  of  the  country  as  a  widow, 
who  at  once  beseeches  the  King  to  protect  her  from  her 
oppressors'.  'Who  are  these?'  inquires  the  King.  Her 
answer  su^ests  the  keynote  to  all  that  follows,  in  these 
plain-spoken  words — 

'  See  the  document  in  Ihe  SUte-Paper  Office  m  quoted  by  Collier, 
i.  103  M^. 

*  Readers  of  Tht  Fatrit  Quttnt  will  caU  to  miud  the  allegory  of  the 
desolate  widow  Belgi  in  Bk,  i,  Canto  v  of  that  poem. 
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'  Sucbe  lubbers  as  hatb  dysgysed  heads  in  their  hoodes 
Wbych  in  ydlenes  do  lyve  by  other  menns  goodes, 
Monkes,  cbanons  and  nones  in  dyvers  coloure  and  shappe, 
Bothe  wbyght  blacke  and  pyed,  God  send  their  increase  yll  happe.' 

The  conference  is  interrupted  by  Sedwsyon  (Sedition  ^), 
who  certainly  proves  deserving  of  the  epithet  of  a  '  lewde 
person,'  apeedily  applied  to  him  by  the  Kii^.  Sedition 
is  in  fact  at  once  the  main  agent  in  the  conduct  of  the  play, 
and  its  solitary  comic  character.  While  therefore  he  re- 
presents the  Vice  of  the  moralities,  he  not  only  by  his 
humorous  (and  ineffably  coarse)  sallies  enlivens  the  pro- 
gress of  the  action,  but  is  the  spirit  of  evil  as  well  as 
the  spirit  of  mockery.  He  makes  very  clear  to  King  John 
the  source  of  the  mischief  which  is  abroad  in  the  realm, 
and  in  no  measured  terms  exposes  the  iniquitous  designs 
of  the  Pope,  as  well  as  the  arts  by  which  his  emissaries 
have  mastered  the  minds  of  the  nobles,  the  clergyj  and  the 
lawyers,  upon  whom  the  King  had  imagined  he  could  rely. 
Personifications  representing  these  three  orders  of  men — 
NobHyU,  the  Clargy,  and  Syvill  (Civil)  Order— as^  then 
introduced  to  prove  that  Sedition  has  spoken  the  truth, 
but  are  constrained  by  the  King  to  promise  such  obedience 
as  he  may  demand  from  them.  Hereupon  the  plot  is 
batched  by  Sedition  and  Dissimulation  ('  dan  Davy  Dyssy- 
mulacyon '),  who  recc^ise  one  another  as  cousins : — 

'  S,  Knowest  thou  not  tbi  cosyn  Sedycyon  7 
D,  1  have  ever  loved  both  the  and  thy  coadycyon. 
S.  Thow  must  nedes,  I  trowe,  for  we  cum  o£  ij  bretbeme : 

If  tbou  remEber  owr  fathers  were  on  mans  chyldeme. 

Thou  comyst  of  Falshed  and  I  of  Prevy  Treason. 
D.  Then  Infydelyte  our  gianfather  y$  by  reson. 
S.  Mary,  that  ys  trewe  and  his  begyner  Antycrist, 

The  great  pope  of  Rome,  or  lyrst  veyne  popysb  prist.' 

Afler  comparing  their  antecedents  and  principles,  and  find- 
ing them  mutually  satisfactory,  these  two  worthies  agree 
to  summon  to  their  aid  Pryvat  Weltk  and  Usurpyd  Power, 
who  enter  singit^  a  canticle,  and  join  in  the  conspiracy. 
The   conspirators    now   severally   assume    the    characters 

'  The  spelling  of  the  HS.  U  unusuiUy  wild. 
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which  are  supposed  to  typify  the  qualities  they  represent, 
viz.  Dissimulation  becomes  Raymundus',  Sedition  Stephen 
Langton  Archbishop  of  Canterbury,  Private  Wealth  Car- 
dinal Pandulpfaus,  and  Usurped  Power  the  Pope.  They 
agree  that  an  Interdict  shall  be  issued,  and  the  rule  of 
Popery  fully  established. 

Thus  ends  the  '  first  act,'  after  the  '  Interpretour '  has 
summed  up  the  position  in  the  following  stanzas,  which 
may  be  quoted,  as  they  will  render  unnecessary  any  close 
account  of  the  remainder  of  the  play : — 

'In  thys  present  acte  we  have  to  yow  declared, 
As  in  a  mirrour,  the  begynnynge  of  Kynge  Johan, 
How  he  was  of  God  a  magistrate  appoynt^d 
To  the  govemaunce  of  thys  same  nobie  regyon, 
To  see  mayntayned  the  true  faythe  and  relygyou ; 
But  Satan  the  Devylle,  which  that  time  was  at  lai^. 
Had  so  great  a  swaye  that  he  coulde  it  not  discharge. 

Upon  a  good  lele  he  attempted  very  farre 
For  welthe  of  thys  realme  to  provyde  refonnacyon 
In  the  Churche  thereof,  but  they  ded  hym  debarre 
Of  that  good  purpose ;  for  by  eicommunycacyoo 
The  space  of  vij  yeares  they  interdyct  thys  nacyon. 
These  bloudsuppers  thus  of  cnieltie  and  spyght 
Subdued  thys  good  Kynge  for  executynge  ryght. 

In  the  second  acte  wylle  apeare  more  playne, 

Wherein  Pandulpbus  shall  hym  excommunycate 

Within  thys  hys  lande,  and  depose  hym  from  hys  reigne. 

All  other  princes  they  shall  move  hym  to  hate, 

And  to  persecute  after  most  cruell  rate. 

They  wyll  hym  poison  in  their  malygnyte 

And  cause  yll  report  of  hym  alwayes  to  be. 

This  noble  Kynge  Johan,  as  a  faythfull  Moyses 
Witbstode  proude  Pharao  for  hys  poore  Israel, 
Myndynge  to  biynge  yt  owt  of  the  lande  of  darknesse, 
But  the  Egyptanes  did  agaynst  hym  so  rebell, 
That  hys  poore  people  ded  styll  in  the  desart  dwell, 
Tyil  that  duke  Josve,  ttihyck  was  our  laie  Kyngt  Menrye, 
Clertly  brought  us  out  in  te  the  lande  of  mylke  and  honye. 

'  The  reference  seems  to  be  to  John's  brother-in-law,  Raymoni]  IV  ot 


D.q.tizecbvGoOglc 


n]        BEGINNINGS  OF  THE  REGULAR  DRAMA      183 

As  a  strong  David,  at  the  voyce  of  veryiie, 

Great  Golye,  the  pope,  he  strake  downe  with  hys  slynge, 

Restorynge  agayne  to  a  Crysten  lybertie 

Hys  land  and  people,  lyke  a  most  vyctoryouse  Kynge ; 

To  bir  first  bewtye  intendynge  the  Churche  to  brynge 

From  ceremonyes  dead  to  the  lyvynge  wurde  of  the  Lorde. 

Thys  the  secoade  acte  wyll  plenteously  recorde.' 

The  view  of  King  John's  motives  indicated  in  the  above 
pervades  the  play,  in  one  passage  of  which  he  is  called 
a  '  Loller,'  i.  e.  Lollard. 

Under  the  pressure  of  the  Interdict,  Nobility,  Clergy,  and 
Civil  Order,  in  spite  of  the  remonstrances  of  the  King, 
bend  their  knees  before  Lai^on  and  Fandulphus ;  then 
Commynalie,  the  personificatioa  of  the  suffering  commons, 
who  is  blind  as  well  as  poor,  and  in  whom,  as  the  son 
of  widowed  England,  the  King  had  placed  his  last  trust, 
tremblingly  submits  to  the  arrc^ant  Cardinal ;  the  for- 
saken King  receives  news  that  enemies  from  abroad  are 
threatening  him  on  every  side ;  and  thus  at  last  he  gives 
way  and  delivers  up  his  crown. 

The  rest  of  the  play  (which  from  this  point  is  in  Bale's 
handwriting)  is  far  less  dramatically  effective ;  the  real  dra- 
matic climax  being  past.  Further  concessions  are  forced 
out  of  the  King,  whose  enemies  finally  determine  to 
make  away  with  him  by  poison.  Dissimulation,  on  being 
promised  eternal  blisa  as  his  reward,  assumes  to  himself 
the  responsibility  of  the  deed  and  its  consequences.  To 
the  King,  who  is  athirst,  he  enters  in  the  guise  of  a 
monk,  bearing  a  cup  in  his  hand  and  singing  a  wassail- 
song  ' ;  and  af^  himself  swallowing  half  the  poisoned 
draught,  persuades  the  King  to  drink  the  remainder.  The 
treacherous  monk  hereupon  goes  to  his  death,  comforted  by 

'  Perhaps  the  oldest  in  our  Imnguage.     It  runs  thns: — 
■  Wossayle,  wassayle  out  of  the  mylke  payle, 
Wassayle,  wassayle,  as  wtiTte  as  my  nayte, 
Wassayle,  wassayle  in  anowe  froste  and  hayle, 
Waaiayle,  wassayle  with  partrich  and  rayle. 
Wassayle,  wassayle  that  muche  doth  aniyle, 
Wassayle,  wassayle  that  never  wyll  fayle.' 
It  may  be  worthy  of  renuu-k  that  the  poisoning  of  King  John  at  Swineahead 
monastery,  accepted  by  Shakspere,  is  a  dokditful  tnulition. 
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the  belief  that  he  '  dies  for  the  Church  with  S.  Thomas  of 
Canterbury;'  and  then  his  royal  victim  dies  (not  on  the 
stage),  afler  forgiving  his  foes  and  uttering  a  farewell  to 
England : — 

*  Farwell,  swete  Englonde,  now  last  of  all  to  the ; 

I  am  ry^t  sorye  I  coulde  do  for  the  no  more. 

Farwcll  ones  agayue,  yes,  farwell  for  evcnnorc' 

The  whole  of  what  follows  may,  in  the  irreverent  lan- 
guage of  the  modem  stage,  he  described  as  a  tag.  Veryte 
(Verity)  expatiates  on  the  King's  virtues  and  good  deeds ', 
and  on  the  lies  which  partisan  historians  have  uttered 
against  his  memory,  and  inculcates  at  great  lei^h  the 
doctrine  of  absolute  obedience  to  princes.  Nobility,  Clergy, 
and  Civil  Order  promise  to  amend  their  ways;  and  hCTC 
at  last  the  play  might  have  come  to  a  close,  but  the 
author  could  not  forbear  from  bringing  in,  to  wind  up  the 
action,  what  may  be  almost  called  a  deus  ex  machind  in 
the  shape  of  one  more  personification — Iniperyall  Majestie. 
This  abstraction,  beyond  doubt,  very  thinly  veils  the  royal 
or  '  imperial '  (for  he  liked  that  style)  figure  of  Henry  VIII, 
with  whose  sentiments  the  oration  in  favour  of  the  royal 
supremacy  is  in  very  complete  accordance.  Sedition  is 
called  to  account  by  Imperial  Majesty,  and  though  pro- 
mised pardon  if  he  will  make  a  full  confession  is  consigned 
to  the  hands  of  Civil  Order  for  the  expiation  of  his  sins : — 

*  Have  hym  fourth,  Cyvyle  Order,  and  hang  hym  tyll  he  be  dead, 
And  on  London  brydge  loke  ye  bestowe  his  head.' 

This  worthy  having  been  taken  away,  after  b^^ng  that 
some  one  will  tell  the  Pope,  so  that  he  may  be  put  in  the 
litany  and  prayed  to  'with  candels'  like  Thomas  Becket, 
there  remains  nothing  to  be  said  beyond  some  final  words 
of  admonition  against  sedition  and  popery.  The  exhorta- 
tion against  anabaptism  (a  terra  of  very  elastic  application 

'  They  conaiM  in  London  Bridge  having  been  buill  in  his  reign,  and  in 
his  zeal '  Rs  towchynge  Chrisles  reUgyon '  having  been  proved  by  the  ez- 
pulaion  of  the  Jews  out  of  the  reahn.  The  list  ia  not  long,  but  Bale  might 
have  found  it  difficult  to  enlarge  it,  unless  he  had  foreseen  the  greatness  of 
Liverpool,  to  which  King  John  gave  its  first  charter. 
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in  the  Reformation  age)  and  the  tribute  of  praise  to  Queen 
Elisabeth,  as  to  the  sovereign  who  may  be  a  light  to  all 
other  princes,  are,  as  has  been  seen,  later  additions. 

As  a  matter  of  course,  this  play  is  written  in  anything  but 
a  historical  spirit,  and  it  would  be  of  little  advantage  to 
criticise  it  from  a  historical  point  of  view.  Indeed,  expert 
controversialist  as  he  was,  the  author  falls  back  on  '  abusing 
the  plaintiff's  attorney'  both  in  the  passage  of  the  JnUr- 
pretour's  speech  cited  above  ^,  and  in  the  assertion  of  Nobility 
(which  for  the  rest  does  not  lack  point),  that 

'  You  pristes  are  the  cawse  that  chronycles  doth  defame 
So  many  prynces,  and  men  of  notable  name. 
For  yow  take  upon  ypw  to  wrj^ht  them  evermore, 
And  iherfore  Kyng  Joban  ts  iyke  to  rew  it  aore 
When  ye  wryte  his  time,  for  vexing  of  the  Claigy '.' 

In  other  words,  this  earliest  example  of  a  species  which  was 
soon  to  develope  into  the  Chronicle  Histories,  pretended  to 
bid  defiance  to  the  Chronicles,  because  they  were  written  by 
priests ;  nor  was  it  until  a  new  generation  of  historical  writers 
arose  who  were  in  sympathy  with  the  sentiments  of  a  large 
body  of  the  laity  that  a  national  historical  drama  could  draw 
its  materials  from  congenial  sources.  It  so  happens  that 
with  the  reign  of  King  John  b^an  a  new  school  of 
ecclesiastical  chroniclers,  associated  with  the  monasteiy  of 
St  Albans,  who  reflected  the  change  in  the  clergy  of  the 
age  from  political  neutrality  to  active  partisanship  on  behalf 
of  the  claims  of  the  Church^  Authorities  of  this  description 
Bale  was  not  very  likely  to  follow ;  and  indeed  even  in 
the  later  Chronicle  History  of  The  Troublesome  Raigne  of 
John-King  of  England  (printed  in  1591),  to  be  mentioned 
below,  mediaeval  historical  tradition  was  treated  with  scant 
courtesy.  Yet  for  the  main  series  of  his  facts  Bale  had, 
notwithstanding,  to  depend  upon  the  narrative  of  the 
Chroniclers.  This  furnished  the  outline  of  the  action  of  his 
play  and  suggested  the  dramatic  idea  that  lay  at  the  root 
of  the  two  later  dramatic  treatments  of  the  same  subject — 

*  Antt,-^.  i8a.  ■  Ad  I. 

*  Cf.  Bishop  Stubbt,  ap.  Gardiner  and  Hultinger,  Intro^dion  lo  Etiglisk 
Hutory  (1881),  pp.  arja-\. 
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viz.  the  fatal  influence  of  the  Roman  Church.  Thus  the 
king  became  in  his  eyes  a  national  hero,  although, as  perhaps- 
was  natural  in  an  admirer  of  so  arbitrary  a  '  duke,'  he  over- 
looked what  we  should  term  the  constitutional  significance 
of  John's  reign,  and  utterly  ignored  Magna  Charta^. 

I  have  treated  this  production  at  what  may  perhaps  seem 
disproportionate  length,  because  of  the  importance  attaching 
to  it  in  the  history  of  our  dramatic  literature  on  account  of 
its  theme,  which  was  at  once  (in  a  sense)  religious  and 
national,  and  which  accordingly  places  the  work  midway 
between  the  early  religious  and  the  active  beginnings 
of  our  national  historical  drama.  Yet,  as  must  have 
become  sufficiently  obvious,  it  has  in  form  nothing  of 
moment  to  distinguish  it  from  the  moralities,  to  which  by 
the  allegorical  nature  of  most  of  its  characters  and  by  its 
general  method  of  treatment  it  properly  speaking  belongs. 
As  in  so  many  of  the  moralities,  a  very  limited  number  of 
actors  seems  to  have  been  contemplated  for  its  performance 
The  exits  and  entrances  of  the  principal  characters  (with 
the  sii^le  exception  of  King  John  himself]  are  so  arranged 
as  to  admit  of  four,  three  or  two  of  them  respectively  being 
played  by  the  same  persons ;  and  stage  directions  fre- 
quently occur  such  as  '  Go  out  Ynglond,  and  drese  for 
Clargy: 

In  a  proliiic  controversialist  such  as  Bishop  Bale  it  would 
be  odd  to  look  for  literary  merit  of  the  poetical  kind.  As 
we  shall  see  hereafter,  the  dramatist  and  the  pamphleteer 
were  in  the  annals  of  our  literature  more  than  once  combined 
in  the  same  individual,— but  such  writers  only  very  ex- 
ceptionally attain  to  loftier  flights.  There  is  however  some 
dramatic  force  in  the  struggle  of  King  John  as  his  catastrophe 
draws  near  *,  and  a  touch  of  pathos  may  perhaps  be  found 
in  the  figure  of  the  poor  'Commonalty' — which  Lyndsay 

'  So  did  the  author  of  Tht  TroubUmtHt  Raigtu  and  (virtually]  Sbakapere, 
to  both  of  whom,  as  may  be  worth  mentioning  here.  Bale's  play  seems  to 
have  been  altogether  unknown. 

•  The  eaHierpart  of  the  play  also  has  some  vigorous  passages;  see  t.g. 
that  in  which  Citrgy  interprets  the  text  of  the  Queen's  'vesture  of  gold, 
wrought  about  with  divers  colouis'   iPsalm  xlv.  la)  as  referring  to  tbe 
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had  made  the  central  personage  of  his  political  morality ', 
but  which  was  to  be  often  conspicuous  by  its  absence  from 
the  actions  of  our  English  historical  dramas. 

The  staple  metre  of  Kynge  Johan  consists  of  rimed 
Alexandrines,  very  irregular  as  to  the  number  of  syllables ; 
quatrains  and  triplets  are  frequently  introduced  ;  the  stanza- 
form  of  the  InUrpretour's  speech  is  Chaucerian. 

It  should  perhaps  be  pointed  out  that  we  possess  no  iissignifi- 
evidence  as  to  Bale's  Kynge  Jokan  having  actually  served  ^^J," '" 
as  a  transition  from  the  Moralities  to  the  Chronicle  Histories,  of  our 
and  by  means  of  these  to  the  regular  drama  of  the  tragic  1,^^ 
or  serious  kind.  Indeed,  there  is  every  indication  to  the 
contrary;  for  the  earliest  Chronicle  History  proper  kno\vn 
to  us  belongs  in  date  to  the  last  decade  but  one  of  the 
sixteenth  century*;  and  to  the  author  of  the  second  in 
date  {TAe  Troublesome  Raigne,  already  noted),  which  was 
printed  in  1591,  Bale's  play  was,  as  has  been  seen,  unknown. 
After  its  composition,  succeeded  perhaps  by  one  or  more 
performances  of  it  under  King  Edward  VI,  Queen  Mary's 
re^n  had  intervened,  during  which  there  were  the  best  of 
reasons  for  keepii^  the  MS.  hidden  away  among  the  papers 
of  the  Corporation  at  Ipswich.  Thence  it  only  emei^d  on 
a  single  occasion  early  in  Queen  Elisabeth's  reign,  when  if 
not  actually  performed  it  was  certainly  revised  for  some 
such  purpose.  The  death  of  its  author  two  years  afterwards 
(1563)  may  help  to  account  for  its  having,  so  far  as  we 
know,  remained  unprinted.  At  all  events  the  fact  of  its 
existence  fell  back  into  an  oblivion  from  which  it  was  not 
rescued  until  its  discovery  some  threescore  years  ago.  In 
the  first  decade  of  the  re^n  of  Elisabeth,  as  will  be  shown 

merales  with  cKtraordinuy  voIubOily; 

'  Davyd  meanyth  vertuys  \>J  the  same  diversityc 
As  in  the  sayd  psalme  yt  is  evydent  to  se. 
And  not  munkysh  sects;  but  it  is  ever  yowr  ctat 
For  yowr  advauo cement  the  scripturs  for  to  wrast' 
'  AhIi,  p.  133,  W1&. 

'  Tht  Famous  Vktorits  of  Htnry  Kwas  certainly  peribnned  before  1588. 
See  below.  Hr.  Fleay,  but  I  am  not  sure  on  what  evtdence,  dates  tbe  pro- 
duction of  the  Tnu  TragiMt  of  Rtdiant  III  ta  eariy  as  1567. 


D.q.tizecbvGoOglc 


iSe  ENGLISH  DRAMATIC  LITERATURE  [cH. 

immediately,  the  beginnings  of  English  tragedy  were,  with 
the  utmost  distinctness,  to  attach  themselves  to  examples  of 
a  very  different  kind  of  dramatic  writing.  Yet  the  fact  of 
the  composition  and  existence  of  Kyr^e  Jokan,  whatever 
were  the  actual  fortunes  of  the  work,  remains  not  the  less 
of  great  significance.  An  age  which  could  produce  a  play 
of  this  description  could  not  fail  before  long  to  find  writers 
who  would  abandon  the  worn  ways  of  the  moralities  and 
their  abstract  characters,  and  appeal  to  a  range  of  ideas 
and  feelings  no  longer  to  be  satisfied  by  the  allegorical 
inculcation  of  ethical  commonplaces,  or  by  the  repetition  of 
familiar  Bible  stories  and  anecdotes  of  saints. 
ciassieal  Queen  Mary's  reign,  which  (although  only  for  a  time') 

Kwrf^*  swept  away  the  creations  of  reforming  or  innovating  zeal, 
Mary  and  likewise  sought,  in  the  ordinary  spirit  of  Tudor  despotism, 
to  suppress  by  all  the  means  in  its  power  that  freedom  of 
public  utterance  of  which  stage  and  printing-press  were 
already  becoming  joint  agents  *.  But  Mary  likewise  shared 
with  her  brother  and  sister,  as  well  as  with  her  father, 
a  genuine  love  of  learning ;  and  the  learning  of  the  Renas- 
cence had  its  root  and  inmost  being  in  the  study  of  the  two 
classical  languages.  Whatever  may  be  the  fortunes  of  this 
branch  of  research  and  study  in  future  periods  of  civilisation, 
it  may  be  confidently  asserted  that  the  classics  can  never 
again  become  to  any  portion  or  section  of  the  public  interested 
in  intellectual  effort  what  they  were  lo  the  '  humanists '  of 
the  fif^nth  and  sixteenth  centuries.  To  these  men  and 
women  (for  a  representative  bevy  of  the  female  sex  was 
wanting  neither  in  Italy  nor  in  England)  the  languages  and 
literatures  of  ancient  Greece  and  Rome  furnished  the  exem- 
plars, which  neither  time  could  affect  nor  decay  could  befall, 
of  whatever  was  wise  in  meaning  and  beautiful  in  form ; 
and  modern  tongues  and  literatures  were  but  the  serving- 
maids  of  their  privileged  and  more  perfect  elder  sisters. 
And  as  in  what  may  be  called  the  technical  parlance  of  the 
Renascence  '  poets '  and  '  poetry '  often  meant  the  composers 
and  composition  of  Latin  verse,  so  in  England  translation 
from  the  Classics  was  reckoned  the  choicest — I  had  almost 
'  Cf,  aHtt,  p.  153,  '  Anl4,  p.  153. 
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said  'the  most  respectable' — kiad  of  literary  productivity. 
No  substantial  difference  is  noticeable  as  to  the  general 
aspects  of  our  literature  between  the  reign  of  Mary  and  the 
earlier  years  of  the  reign  of  Elisabeth ;  at  least,  it  would 
need  a  very  nice  sense  of  discrimination  to  distinguish 
between  the  lyrical  collections  of  the  one  and  those  of  the 
other;  Totiel's  Miscellany  (1557)  seems  but  the  first  of 
a  long  series  of  similars.  All  these  anthologies  display  an  rm»s&- 
unquenchable  ardour  in  the  pursuit  of  classical  study  that  ''°™' 
finds  its  natural  outlet  in  translation.  English  versions  of 
classical  poetry  were  produced  in  a  continuous  flow  during 
the  reign  of  Queen  Mary  and  during  the  greater  part  of 
the  reign  of  her  successor.  Even  when  the  great  period 
of  our  Elisabethan  literature  had  already  set  in,  when  the 
Faerie  Queene  was  on  the  eve  of  publication  and  when 
Shakspere  was  already  known  as  a  successful  dramatist, 
one  of  the  foremost  of  his  earlier  competitors,  himself  a  writer 
of  some  original  power,  is  found  ranking  by  the  side  of  the 
great  English  poets  of  old,  a  translator  of  the  Aeneid,  whose 
name  is  now  known  to  none  but  professed  literary  students  ^. 
In  the  history  of  the  literature  of  translations  no  fact  is 
more  familiar  than  this,  that  at  particular  times  particular 
authors  command,  or  even  monopolise,  the  attention  of  both 
writers  and  readers.  Amo:^  the  ctas.sical  authors  who  7X/ 
attained  to  this  kind  of  popularity  in  the  early  days  of  f7^^_ 
Elisabeth,  the  tragic  poet  Seneca  ^  for  very  manifest  reasons 
held  a  prominent  place.  To  begin  with,  he  wrote  in  Latin 
and  not  in  Greek,  and  the  history  of  the  scholarship  of  the 
early  Elisabethan  age  attests  the  fact,  that  it  was  the 

'  Peele,  in  the  Av&f^M  to  Tkd  /ToHoor  o/Ii«  C<wftr  (1593),  ranks  Pbaer, 
the  truulator  of  the  Attuid  (1558),  nith  Chaucer  and  Gower  ; — 
'  Why  thither  po«  not  all  food  wits  from  hence. 
To  Chaucer,  Gower,  and  to  the  fairest  Phatr 
That  ever  ventur*!!  on  gjeat  ^Hrgil's  works  T 
In  the  same  poem  he  refers  with  enthusiasm  to 

'  our  English  Frauim, 

A  peerless  sweet  translator  of  our  time.' 

*  The  question  cannot  be  discussed  here  whether  or  not  the  tragic  poet 

L.  or  H.  Annaeus  Seneca,  to  whom  are  ascribed  nine  tragedies  which  are 

preserved  complete,  and  a  tenth,  the  grievously  mutilated  T/ubals,  was  the 

same  person  as  the  philosopher,  L.  Annaeus  Seneca,  the  tutor  and  adviser,  and 
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'  Latinists,'  and  not  the  '  auncient  Grecians,'  who  were  '  of 
the  greatest  fame  and  most  obvious '  in  the  eyes  of  the 
literary  public  of  the  period  ^.  Secondly,  Seneca  the 
tragedian  was  a  writer  whose  works,  while  enveloped  by 
the  glamour  that  was  the  due  of  the  ancients,  had  little  in 
them  of  the  kind  of  difficulty  that  repels  the  modem.  Nay, 
in  a  sense  he  was  himself  a  modem,  more  especially  as  com- 
pared with  the  tragic  poets  who  had  preceded  him.  The 
reign  of  Nero  has  been  Justly  characterised  by  one  of  its 
latest  historians^  as  exhibiting  the  climax  of  a  literary 
cosmopolitanism  which  had  begun  with  Imperialism  and 
which  ignored  any  special  connexion  with  a  national  life 
and  a  national  religion  that  were  themselves  fast  melting 
away.  A  Spaniard  by  descent,  Seneca  had  inherited  rhe- 
torical gifts  with  his  paternal  blood.  As  a  tragic  poet  he 
had  no  choice  but  to  follow  the  models  of  the  Attic  drama, 
while  evincing  what  originality  or  desire  of  originality  there 
was  in  him,  by  bis  treatment  of  details,  and  more  especially 
in  matters  of  diction  and  versification.  Amoi^  the  Attic 
tragedians  Euripides  would    naturally  commend  himself 

■fterwards  the  victim,  of  the  Emperor  Nero.  Herivale  Ibought  tliat  there  wai 
strong  evidence  of  the  taiter  having  been  the  author  of  some  at  least  of  these 
plays.  Conington  indiaed  to  the  same  opinion.  See  Herivale,  History  of 
tht  Rotmaa  undtr  Iht  Empirt  (ed.  1S65),  vi.  389,  and  Coningtan'a  Essay, 
Stnaa,  Pott  and  PhJoaofihtr,  in  vol.  L  of  his  MiacMmtous  IVriiuigs  (189a  \  for 
a  notice  of  the  various  theories  which  have  been  held  as  to  the  authorship 
of  the  '  Senecan '  tragedies,  iududing  the  theory  of  Nisard  that  the  several 
plays  were  written  by  different  memben  of  the  Mtne  family,  and  that  of 
Benihardy,  who  held  them  to  have  been  the  work  of  a  school  of  rtietoricians. 
For  a  note  on  the  Seneca  family,  see  Henvale,  v.  93. 

'  See  the  passage  dted  by  Dr.  Cunliffe,  p.  10,  Irom  William  Webbe'i 
Dixaum  of  Englis/i  Pottrit  (1566).  Ascham,  the  pupil  of  Sir  John 
Cheke,  has  been  justly  regarded  as  an  exception  proving  the  rule ;  but 
it  is  noticeable  that  even  he  gives  at  least  nominal  precedence  to  Seneca 
among  '  the  best  authors '  as  to  whose  claims  '  for  learnyng  of  tongea  and 
sciences '  there  rises  '  amonges  proude  and  envious  wittes  a  great  contro- 
versie,  whether  one  or  many  are  to  be  folowed  :  and  if  one,  who  is  that  one; 
Snuctt,  Cictro,  Saluat,  or  Caar,  and  so  forth,  in  Gmkt  and  Latin.'  (yfa 
ScMt  ItOiltr,  Bk.  II.)  No  genuine  translation  of  a  Greek  play  appeared  in 
the  sixteenth  century,  or  long  afterwards,  in  England.  On  the  other  hand, 
the  Piuha  of  Aristophanes  is  said  to  have  been  performed  in  Greek  before 
Queen  Elisabeth,     (Symonds,  SJuttaftris  Fndtmaon,  p.  aaa,  milt.) 

'  H.  Schiller,  GtathiM*  tbs  riSmiadiat  K<u'iti\ti<lit  MHltr itr RtgiiniHg  dta 
Nao  (187a). 
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above  the  rest  for  imitation,  both  in  his  bolder  and  freer 
treatment  of  mythical  characters  and  situations,  and  in  his 
elaborate,  artificial,  and  highly-seasoned  effects  of  diction. 
What  the  old-fashioned  Attic  critics — or  those  who  like 
Aristophanes  pretended  to  be  old-fashioned — found  fault 
with  in  Euripides,  most  attracted  the  dramatist  who  catered 
for  the  Romans  of  the  decadence.  But  Euripides  was  an 
Athenian  whose  earlier  triumphs  had  fallen  within  the 
greatest  a^  of  the  art  to  which  he  ministered ;  even 
those  very  excesses  beyond  what  was  held  seemly  in  the 
treatment  of  his  themes  were  due  to  the  uncontrollable 
impetus  of  genius  to  create  new  problems  for  itself  to 
master,  and  their  very  choice  was  determined  by  an  idio- 
syncrasy with  whose  claims  criticism  could  only  quarrel  at 
its  peril.  And  if, '  haunted  on  the  stage  by  the  daemon  of 
Socrates,"  he  found  too  frequent  outlets  in  the  conjunctures 
of  his  dramas  or  the  developement  of  their  characters  for 
philosophical  speculation, — still,  who  would  venture  to  assert 
of  the  '  most  tragic  of  poets '  that  he  composed  his  tragedies 
for  the  purpose  of  introducing  into  them  subtle  observa- 
tions, pregnant  apophthegms,  or  familiar  quotations  in  poise  ? 
Finally,  his  innovations  in  the  familiar  forms  of  Attic 
tn^edy,  such,  above  all,  as  his  reduction  of  the  chorus  to 
a  position  of  often  vanishing  importance  in  the  action,  and 
his  consequent  elaboration  of  its  lyrical  efTects,  were  natural 
steps  in  a  process  of  developement  neither  begun  nor  carried 
to  its  ultimate  issue  by  himself. 

Seneca  possibly  represents  a  phase  of  Roman  tragedy  in 
its  artificiality  and  decline  in  which  he  did  not  stand  alone ; 
but  as  to  this,  whether  fortunately  or  unfortunately  for  his 
poetic  reputation,  we  know  nothing.  He  borrows  his  sub- 
jects from  the  time-honoured  themes  of  Greek  mytholc^y 
with  a  single-minded  preference  for  what  may  in  a  word  be 
called  the  most  sensational  in  the  list.  The  horrid  banquet 
placed  by  Atreus  before  Thyestes,  the  murder  of  Agamen- 
non  by  his  adulterous  wife  and  her  paramour,  the  in^stuous 
love  of  Phaedra,  the  revenge  of  the  disenchanted  Medea — 
all  these  and  others  of  the  same  kind  are  served  up  once 
more.     But  bis  pains  are  spent  neither  on  the  contrivance 
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of  the  action  nor  tn  the  evolution  of  its  characters.  In 
the  former  respect  he  is  only  notable  for  a  proneness  to 
gratifying  the  eyes  as  well  as  the  ears  of  his  public  with  the 
horrors  of  blood  and  iron,  and  for  a  specially  free  use  of 
'  Charon's  stairs.'  Seneca's  ghosts  were  in  the  Elisabethan 
age  regarded  as  the  most  characteristic  part  of  his  tragic 
machinery,  though  in  this  respect  as  in  others  no  very 
careful  distinction  was  always  drawn  between  himself  and 
his  master  Euripides  ^.  His  treatment  of  the  chorus,  a  more 
distinct  advance  upon  the  Euripidean  precedent,  facilitated 
the  general  conduct  of  the  action  of  his  plays,  and  enabled 
him  more  freely  to  ignore  those  so-called  unities  of  time 
and  place  of  which  in  the  Attic  drama  the  continuous 
presence  of  interlocutory  and  commentating  witnesses  on 
the  orchestra  was  the  actual  cause.  A  convenient  outward 
expression  of  this  greater  independence  of  dramatic  con- 
struction was  his  habitual  division  of  his  tragedies  into  five 
acts — a  system  which  (whether  or  not  due  to  his  own  in- 
vention) was  derived  from  him  by  the  modem  drama  at 
large.  But  the  chief  attention  of  the  Roman  poet  is  devoted 
to  matters  other  than  choice  of  theme  or  method  of  con- 
struction. Hb  versification  has  the  facile  fluency  to  which 
only  a  late  age  of  any  poetic  literature  can  attain.  His 
own  literary  genius,  together  with  the  influences  of  his  age, 
show  themselves  in  his  diction,  highly  coloured  by  a  bril- 
liant rhetoric  and  studded  with  philosophical  sentiments 
and  gnomic  phrases  to  which  his  Stoic  training  frequently 
lent  a  deeper  significance,  and  which  at  times  intensified  the 
force  of  his  action  and  characters  themselves.  His  dialogue 
bristles  with  antithesis,  to  which  effect  is  added  by  the 
device  of  stichomytAia,  and  even  by  that  of  breaking  up 
a  single  line  into  thrust  and  parry ;  but  he  is  not  invariably 
so  far  master  of  his  art  as  to  be  able  to  leave  a  striking 

'  The  summons  '  Up  gdcslie  ghostea '  in  Tht  Shtfhtardts  Caltmiar, 
November,  v.  55,  is  thus  annotated  by  '  E.  K.' :  '  The  m»ner  of  Tragicall 
Poetes,  to  call  Tor  helpc  of  Furies,  and  damned  g-hostes  :  ao  is  Hecuba  of 
Euripides,  and  Tantalus  brought  in  of  Seneca.  And  the  rest  of  the  rest.' 
As  Dr.  Heriiird  observes  (in  his  edition  of  the  CaltmUir,  1895,  p.  184), 
'the  ghost  of  Tantalus  appears  in  Seneca's  Tkytslts,  that  of  Pdydonis  in 
Eadpidcs'  Htmba.     Kirke's  statement  is  somewhat  confused.' 
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utterance  alone  when  it  has  once  been  delivered.  He  is 
neither  altogether  commonplace  nor  altogether  artificial ; 
but  his  style  so  largely  combines  elements  of  both  defects 
as  to  have  all  the  imitability  of  bombast'. 

From  all  this  we  may  perceive  why  among  the  ancient  T/uirin- 
tragic  poets  Seneca  pre-eminently  commended  himself  to  ^^^^„ 
the  sympathies  of  the  Renascence  age.  It  was  to  Italy  that  utmturt. 
Et^lish  writers  in  this  period  looked  for  their  immediate 
models,  and,  in  the  emphatic  words  of  a  writer  who  on  this 
subject  may  be  described  as  authoritative,  '  every  tragic 
scene  which  the  Italians  of  the  Renaissance  set  forth  upon 
the  boards  of  Rome  or  Florence  or  Ferrara,  was  a  transcript 
from  Seneca.  Following  this  lead,'  he  continues,  'our 
English  scholars  went  to  school  with  Seneca  beneath  the 
ferule  of  Italian  ushers'.'  From  Alberto  Mussato,  who 
wrote  in  Latin  ',  downwards  to  the  prolific  school  of  Italian 
tragedies  of  the  earlier  half  of  the  sixteenth  century,  all 
adhered  to  a  model  the  atmosphere  of  whose  themes  and 
whose  literary  manner  was  alike  congenial  to  them*.  French 
tragedy  began  in  1553  with  the  CUopaire  Captive  of  Etienne 
Jodelle,  a  tragedy  entirely  in  the  manner  of  Seneca,  devoid 
of  action,  but  furnished  with  a  chorus  and  not  wanting 
a  ghost  The  long-enduring  sway  of  the  Latin  tragedian 
over  the  French,  and  his  influence  upon  other  modern 
dramas,  it  would  be  superfluous  in  this  place  to  illustrate  ^ 
I   cannot   say  whether  the   four   tragedies  composed   by 

*  'Ercles'  vein'  (Xitbtaimar  ff^fs  Dnam,  i.  a)  may  immediately  allude 
to  the  play  of  HiraiUs,  of  which  Fart  I  was  produced  in  May  1595,  anil  both 
Parts  of  which  are  stated  to  have  been  the  work  of  Uartin  Slater,  Slather, 
Slatier  or  Slaughter  (see  Henslowe's  Diary,  passim).  But  the  existence 
of  this  bipartite  drama  only  furnishes  additional  evidence  of  the  influence  of 
the  HtrruUi  Furens  and  the  Hrrmles  Otiatus. 

'  SjTnonds,  SkahsptrJa  Pndtcasors,  317.  •  Anit,  p,  1S8. 

'  An  account  of  the  Italian  tragedians  who  wrote  under  the  influence  of 
Seneca  will  be  found  in  Klein,  v.  341  stqq.  ',  cf.  Symonds,  u.  j. 

*  As  to  the  eommandinij;  influence  of  Seneca  upon  a  long  period  of  the 
French  drama,  and  upon  more  isolated  phenomena  in  the  Spanish  and 
Gennan,  see  CunliSe,  p.  8.  Ludwig  Uhland  left  behind  him  a  play  called 
Thytsl—in  the  main  a  version  of  Seneca.  The  classical  Dutch  dramatists  of 
the  seventeenth  century,  Hooft  and  Vondel  in  particular,  based  their  efforts 
upon  a  close  study  of  the  characteristic  features  of  Seneca  as  ■  dramatist, 
and  thus  succeeded  in  expelling  from  the  stage  the  allegorical  figures  which 

VOL.  1.  O 
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Geoi^e  Buchanan  while  resident  at  Bordeaux  during  the 
years  1540  to  1545  {or  thereabouts),  which  were  acted  by  the 
students  there — including  a  youth  destined  to  become  illus- 
trious in  the  literature  of  the  world — were  based  on  Seneca, 
or  more  directly  on  Seneca's  model  Euripides ;  but  they 
were  expressly  designed  to  encourage  a  transition  from  the 
old  allegories  to  the  imitation  of  classical  models'.  What 
is  certain  is  that  in  the  first  three  decades  of  Elisabeth's 
reign  the  tragedies  of  Seneca  were  a  favourite  study  of 
English  scholars  and  men  of  letters,  more  especially  of 
course  when  connected  by  their  present  or  past  training 
with  the  Universities.  Thus  this  author  came  to  form  the 
chief  connecting  link  between  the  learning  of  the  English 
Renascence  and  the  growth  of  the  English  drama  *. 
Smaa'x  Between  the  years  1559  and  1581  all  the  ten  tragedies 

Zf"'*[j.  written  by  Seneca,  or  attributed  to  his  authorship,  were 
tmHidaUd  successively  translated  into  English  by  five  scholars,  one  of 
^£«f-  whom,  Thomas  Newton,  in  1581,  collected  the  efforts  of  all 
1581),  these  '  laudable  Authors  ^ '  into  a  single  volume,  under  the 
title  of  Seneca  his  Untie  Tragedies  translated  into  Englysh  *. 
The  earliest  of  these  Translations  was  that  of  the  Troades 

had  held  sway  in  the  plays  eihihited  in  the  R/dmjttr-KammerH.  {See 
a  notice  of  J.  A.  Worp,  Dt  invloed  van  Sauag's  Tmrsfieltn  op  cms  lomuel, 
by  £.  Uaitin,  in  Dnilsdu  /.illtralurttihirtg,  February  i  ith,  1893  ;  cf.  a  notice 
of  the  same  work  in  Archiv  dtr  niutrtH  Spraditn  und LilltralurtH,  November 
■  89<J 

'  See  Prof.  A.  Hackay's  notice  of  Buchanan  in  the  Dietioxary  of  National 
Biography,  vol.  vit.  p.  167  :  Ascham  (T'Af  Sdvdimasltr,  Bk.  II)  describes  one 
of  ttiese  tragedies,  '  Jrphlht,'  as  '  able  to  abyde  the  trew  touche  of  ArisiolU's 
preceptes  and  Euripid/s'  examples.' 

'  Both  in  the  preceding  passage  and  in  what  follows  concerning  the  early 
translations  into  English  of  Seneca's  tragedies,  as  well  as  in  sul>sequelit 
references  to  their  influence  upon  our  drama,  I  have  made  free  use  of  an 
eihauEtive  essay  by  an  old  fellow- student  of  my  own,  Dr.  J.  W.  Cunliffe, 
Till  Infiuma  0/ Stntea  upon  ElUabrlkan  rrajrrfy  (1893).  See  also  T.  Vatke's 
essay,  Skaktsptart  und  Euripidts,  in  Shaktspean  Jahrbudi,  vol,  iv.  (1869), 
and  a  note  by  W.  Wagner,  ib.  vol.  xi,  (1876).  I  have  already  incidentally 
referred  to  the  admirable  passage  concerning  Seneca  and  his  '  paramount 
authority'  in  the  Renascence  period  in  chap.  vi.  of  Symonds'  Shaksptrt'a 
Predrasiots  (1B84). 

'  They  are  so  called  by  William  Webbe,  himself  a  Cambridge  graduate, 
in  his  Disaunt  0/ English  Poiirit  (1586). 

'  This  quarto  was  reprinted  by  the  Spenser  Society  in  1887  with  an 
Itdroduttioitby  the  President  of  the  Society,  Mr.  Joseph  Leigh. 
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in  ^559  (reprinted  in  1563)  by  Jasper  Heywood,  who  also 
published  in  1560  a  translation  of  the  Tkyesies,  and  in  1561 
one  of  the  Hercules  Furens.  In  1560  Alexander  Neville 
composed  a  translation  of  the  Oedipus,  first  published  In 
1563.  In  1 56 1  Thomas  Nuce  published  a  translation  of  the 
Octavia.  John  Studley  followed  with  the  Medea  {1563); 
and  the  complete  edition  by  Thomas  Newton  (15S1)  in- 
cluded besides  his  own  version  of  the  Tkebais,  Studley's 
translations  of  the  Agamemnon,  the  Hercules  Oeiaeus,  and 
the  Hippolytus. 

All  these  writers  were  University  men  and  professed 
scholars.  The  first  of  the  band,  Jasper  Heywood  (1535- 
1598),  who  specially  interests  us  as  a  son  of  John  Heywood, 
the  author  of  interludes  and  epigrammatist,  and  who  as 
a  boy  had  been  page  of  honour  to  the  Princess  Elisabeth,  was 
under  Queen  Mary  successively  a  fellow  of  Merton  and  of 
All  Souls  College.  At  Merton  he  had  to  resign  his  fellowship 
on  account  of  misdemeanours  ^ ;  All  Souls  he  was  obliged 
to  leave  because  of  his  non-compliance  with  the  changes 
in  religion  that  followed  on  the  accession  of  Queen  Elisa- 
beth. Being  already  in  priest's  orders,  he  repaired  to  Rome, 
where,  in  1563,  he  was  admitted  a  member  of  the  Society 
of  Jesus  ;  but  his  subsequent  promotions  (including  a  degree 
of  D.D.)  and  strange  experiences  must  here  be  passed  by. 
He  is  supposed  to  have  translated  some  portion  of  Vci^il ; 
he  put  together  a  compendium  of  Hebrew  grammar ;  and 
he  contributed  several  English  poems  to  the  Paradyse  of 
Daynty  Denises  (1578)*.  Alexander  Neville  (1544-1614), 
Thomas  Nuce  (d.  1617),  and  John  Studley  (said  to  have 
been  killed  at  the  siege  of  Breda  in  1587^)  were  all  three 
Cambridge  men.  Neville,  who  was  successively  in  the 
service  of  three  Archbishops  of  Canterbury,  belonged  to 
the  literary  world  of  his  day ;  he  was  a  nephew  of  Bamaby 
Googe  and  a  friend  of  George  Gascoigne,  and  edited  the 

'  He  bad  very  successfully  filled  the  office  of  lord  of  misrule  in  hit 
College,  and  possibly  forgot  that  Chnstmaa  comes  but  once  a  year. 

'  See  the  biographical  notice  by  Mr.  Tliompaon  Cooper  in  vol.  iivi.  of 
the  DictKmary  of  NaHonal  Biography,  pp.  339-331 ;  cf,  Hr.  Joseph  Leigh's 
Introduction,  pp.  v-vi. 

'  Biographka  Drameliea  (iSia),  i.  696. 
OX 
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collection  of  Cambridge  verses  on  the  death  of  Sir  Philip 
Sidney.  He  also  wrote  a  Latin  history  of  Kitt's  rebellion  •. 
Thomas  Nuce,  who,  after  holding  a  fellowship  at  Pembroke 
Hall,  died  as  a  Prebend  of  Ely,  composed  Latin  as  well  as 
English  verse*.  Finally,  Thomas  Newton  (d.  1607),  who 
published  all  the  ten  tragedies  in  a  single  volume,  was 
educated  both  at  Oxford  and  at  Cambridge,  and  after 
(probably)  practising  as  a  physician  and  teaching  as  a 
schoolmaster,  settled  down  as  a  country  rector.  The  long 
list  of  his  works  includes  writings  on  historical,  medical, 
and  theological  subjects,  and  he  was,  in  addition,  a  skilled 
writer  of  both  English  and  more  especially  of  Latin 
verse,  by  which  latter  he  excited  the  admiration  of  his 
contemporaries  *. 

Men  of  letters  of  so  liberal  and  many-sided  a  culture 
were  as  translators  likely  to  err  on  the  side  of  freedom 
rather  than  on  that  of  a  too  servile  fidelity  to  their  original ; 
and  a  seductive  example  was  set  by  Jasper  Heywood  in 
the  earliest  of  these  versions,  that  of  the  Troades.  Here  not 
only  are  verses  and  stanzas  freely  added  to  the  choric  parts, 
and  other  alterations  made  in  them,  but  an  entire  chorus  is 
added  at  the  end  of  Act  L  and  at  the  beginning  of  Act  II 
is  introduced  a  soliloquy  by  the  '  Spright  of  Achilles  '— 
both  scene  and  character  being  the  inventions  of  the  trans- 
lator. To  the  Tkyestes  he  likewise  added,  at  the  end  of 
Act  V,  a  soliloquy  into  which  Thyestes  strives  to  condense 
all  the  horrors  of  the  play  *.  The  most  anxious  among  the 
translators  for  fidelity  seems  to  have  been  Thomas  Newton, 

'  See  Hr.  S.  Lee's  notice  in  Dietionary  of  Na^nai  Btography,  li.  044-5 1 
vdA  Mr.  Joseph  Leigh,  h.  j.,  iii'tv. 

'  See  Mr.  Donald  Bayne's  notice  in  Dicfamaiy  of  National  Biography,  lii. 
356  ;  and  Hr.  Joseph  Leigh,  c.  s.,  iii. 

'  See  the  Ute  Mr.  J.  P.  Earwaker's  notice  in  DteHonary  of  NaUontU 
Biography,  il.  409-3,  and  Mr.  Joseph  Leigh,  u.  s.  Althou^  a  Paritao  in  his 
tendencies.  Newton  was  in  Phillips'  Thtalrvm  Potiamin  credited  with  the 
authorship  or  Tamimtimnt. 

'  It   begins  with   an   invocation   of   Pluto,   much   in  the  stjie  of   the 

'O  Kyng  of  Dytis  dungeon  darke  and  giysly  Ghosts  of  hdl, 
That  in  the  deepe  and  dredfull  Denne  of  blackest  Tartare  dwell; 
Where  leane  and  pale  dyseases  lye,  where  feare  and  lamyne  are, 
Where  discord  stands  with  bleeding  browes,  where  euery  kynde  of  core.' 
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but  it  is  very  likely  that  be  merely  added  a  version  of  the 
Tkebais  in  order  to  make  the  collection  complete,  instead 
of  being  attracted  by  preference  to  this  play,  which  moreover 
is  at  best  a  fragment. 

Both  in  diction  and  in  versification  these  translations 
attest  the  period  of  their  origin ;  they  contain  no  blank 
verse  ;  and  while  the  stanza-forms  and  metres  of  the  choruses 
are  necessarily  more  varied,  the  favourite  metre  of  the 
dialogue  consists  of  those  rimed  couplets  of  fourteen  syllables 
with  seven  accents,  of  which  the  best-known  example  is  to 
be  found  in  Chapman's  Iliad. 

The  direct  influence  of  the  tragedies  of  Seneca — exercised  Their 
no  doubt  chiefly  through  the  medium  of  these  translations —  s^J^ 
upon  the  beginnings  of  r^ular  English  tragedy  will  become  upcmtariy 
abundantly  manifest  as  we  review  in  their  sequence  its  „^5SJ. 
earliest  productions.  Here  tt  will  suflice  to  state  that  in 
external  form,  as  well  as  with  respect  to  less  tangible 
characteristics,  these  productions  unmistakeably  imitated 
Seneca  and  no  other  model — taking  over  his  five  acts 
separated  from  one  another  by  choruses,  his  use  and  treat- 
ment of  the  chorus  itself  as  detached  from  the  action,  and 
his  occasional,  but  by  no  means  oblatory,  resort  to  the 
Messenger  as  the  narrator  of  a  catastrophe — for  in  Seneca 
and  on  the  early  English  tragic  stage  much  business  of  this 
kind  is  transacted  before  the  eyes  of  the  public '.  The  writers 
of  our  early  tragedies  likewise  took  over  from  Seneca  other 
stock-characters  of  his  scene,  including  the  faithful  servant 
and  the  confldential  nurse,  and  above  all  they  took  over 
from  him  his  ghosts  and  his  supernatural  devices  in  general. 
Not  less  certainly  was  he  their  chief  (although  not  their 
only)  guide  in  their  choice  of  startling  and  often  revolt- 
ing themes,  as  well  as  in  their  use  of  sententious  speech 
and  rapidly  antithetical  dJalc^e.  Of  these  characteristic 
features — more  especially  of  the  last-named — our  English 
tragic  drama  continued  in  varying  measure  to  exhibit  the 
influence  in  the  works  of  Shakspere's  predecessors,  in 
those  of  Shakspere  himself,  and  even  in  those  of  the  later 

1  Cunliffe,  pp.  3a  s>qq. 


D.q.tizecbvGoOglc 


ENGLISH  DRAMATIC  LITERATURE 


[CH. 


EHglhf, 

tragtdy 


Elisabethans  ;  in  addition  to  which  isolated  writers  of  high 
classical  training  at  various  times  in  the  course  of  this 
period  essayed  a  close  and  consistent  imitation  of  Senecan 
tragedy  ^  But  as  a  matter  of  course  the  height  of  Seneca's 
dominion  over  English  tragedy  belongs  to  its  earliest  days, 
which  may  be  regarded  as  very  nearly  coincident  with 
those  over  which  the  production  of  the  translations  noticed 
above  extended,  and  with  the  few  years  following  upon 
their  collective  publication  *. 

The  circumstance  that  earlier  and  contemporary  Italian 
tragedy  stood  wholly  under  the  influence  of  Seneca,  and 
itself  contributed  to  strengthen  and  intensify  that  influence, 
more  especially  in  the  choice  of  themes,  will  therefore 
not  warrant  us  in  representing  as  a  primary  what  was  but 
a  secondary  channel.  It  was  not  from  the  Italian  trage- 
dians more  or  less  contemporary  with  themselves,  such  as 
Speron  Sperone  or  Lodovico  Dolce,  that  the  writers  of  our 
earliest  English  tragedies  derived  their  method  and  manner, 
but  from  Seneca  in  his  original  or  in  his  translated  form. 
Before  long,  indeed  (as  it  will  be  most  convenient  to  show 
in  particular  cases),  but  not  in  the  first  instance,  the  progress 
of  English  tragedy  was  affected  by  the  later  Italian  imita* 
tors  of  Seneca,  many  of  whom  seasoned  their  plays  with 
novelties  in  the  way  of  the  horrible  due  to  personal  tastes 
vitiated  by  a  continued  decadence  in  public  morals. 

To  the  influence,  then,  of  the  last  eminent  tragic  writer  of 
classical  antiquity,  are  to  be  ascribed  the  main  characteristics, 
as  well  as  the  fact  of  the  composition  of  the  earliest  English 
tragedy  either  preserved  or  known  to  us.  This  is  the 
tragedy  of  Ferrex  aiid  Porrex,  as  it  is  called  in  the  only 
genuine  impression  of  1570,  or   Gorhoduc^,   under  which 


'  See  below  as  to  Gascoigne,  David  and  the  Earl  of  Stirlbg  (William 
Alexander),  and  the  reference  to  Fulke  CrevJUe,  Lord  Brooke. 

•  In  Nash's  Prefatory  Letter  to  Greene"s  MmaphoH  addressed  fo  Iht 
Gtnllmun  Studttils  of  tJte  UtioMnilui  (Grosart's  edilioo  of  Greene's  Woris, 
vol.  vj)  there  is  a  curious  reference  to  the  translators  of  Seneca  who  will 
'  affourd  you  whole  Hemlita,  I  should  say  handfulls  of  tragical  speachea ' ; 
but,  the  letter  continues,  all  things  tome  to  an  end,  '  and  Seneca  let  blood 
line  by  line  and  page  by  page,  at  length  must  needs  die  to  our  stage.' 

■  Edited  by  W.  D.  Cooper  for  the  (Old)  Sbabeapeare  Society,  1847,  and 
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title  it  was  printed  in  1565,  1569,  1571  and  1590,  and  firat 
acted  on  January  18,  1562  by  the  gentlemen  of  the  Inner 
Temple  before  the  Queen  ^.  The  unauthorised  editions  of 
15(55  and  1590  state  that  the  first  three  acts  of  this  play 
were  written  by  Thomas  Norton  ;  the  rest  of  the  play  at 
all  events  was  written  by  Thomas  Sackville,  afterwards 
Lord  Buckhurst  and  Earl  of  Dorset,  with  whose  name  the 
authorship  of  the  work  at  lai^e  is  traditionally  associated. 
Norton,  who  was  born  in  1532  at  Sharpenhoe  in  Bedford- 
shire, and  after  being  educated  at  Oxford  was  called  to 
the  Bar  from  the  Inner  Temple,  made  himself  useful  to 
the  powers  that  were  in  both  Church  and  State,  while 
adhering  to  his  own  Calvinistic  views.  He  appears  to  have 
been  erroneously  credited  with  the  authorship  of  a  treatise 
in  favour  of  the  Puritans  against  Whitgift ;  but  he  wrote 
other  Calvinistic  pamphlets,  translated  Calvin's  Institutes, 
and  was  associated  with  Sternhold  and  Hopkins  in  their 
version  of  the  Psalms,  while  he  seems  also  to  have  oc- 
casionally composed  ordinal  verse '.  He  is  said  to  have 
been  at  one  time  counsel  to  the  Stationers'  Company,  and 
Wartoii  believes  that  he  filled  the  post  of  licenser  of 
publications  under  the  bishop  of  London.  Hts  coadjutor 
filled  a  notable  place  in  both  our  political  and  literary 
history.  Under  Queen  Elisabeth  he  was  concerned  in 
some  of  the  most  important  and  difficult  affairs  of  state ; 
it  was  he  who  conveyed  her  sentence  of  death  to  Mary 
Queen  of  Scots  at  Fotheringay,  and  he  was  afterwards  sent 
to  the  Netherlands  to  fill  the  place  of  Leicester.  The 
office  of  Lord  High  Treasurer  which  he  held  at  the  close 
of  Elisabeth's  reign  was  confirmed  to  him  for  life  by  her 
successor,  and  he  died  full  of  honours  in  1608. 

At  the  time  of  the  production  of  Gorbodm  he  was  still 
a  young  man  (he  was  bom  about  1527),  and  as  a  barrister 
of  the  Inner  Temple  divided  his  time  between  attendance 

by  Hiss  L.  Toulmin  Smitb,  Heilbronn,  18S3;  also  printed  in  vol.  il.  of 
Hawkios'  Oripn  of  tkt  English  Drama  and  ia  vol.  i.  of  the  AiKimt  Britak 

'  Cf.  Fleay,  EngUsk  Drama,  ii.  174,  t49. 

'  See  the  lines  'A  man  may  live  thrice  Nestor's  life,'  &c.  in  Ellis' 
SptanuHS,  ii.  loS.     CC  Warton,  iv.  913,  and  ib.  130,  955. 
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upon  the  Queen  '  by  her  particular  choice  and  liking,'  and 
diversions  among  which  literary  pursuits  must  have  held 
a  conspicuous  place.  An  early  tradition  asserted  that  he 
originally  contemplated  the  composition  of  the  entire 
earlier  portion  of  the  Mirror  for  Magistrates,  of  which 
the  first  edition  appeared  in  1559  ;  to  the  second  edition 
of  1563  his  hand  contributed  the  solemn  and  Dantesque 
Induction  and  the  Complaint  of  the  Duke  of  Buckingham  *. 
On  these  his  literary  fame  must  chiefly  rest ;  yet  neither 
is  Gorboduc,  as  I  think  will  appear,  devoid  of  literary 
merit. 

The  plot  is  thus  stated  in  the  Argument  of  the 
Tragedie : — 

'Gorboduc  King  of  Britain  divided  his  realm  in  his  life-time  to  his 
two  sons  Ferrex  and  Potrex.  The  sons  fell  to  dissension.  The 
younger  killed  the  elder.  The  mother,  that  more  dearly  loved  the 
elder,  for  revenge  killed  the  younger.  The  people,  moved  with  the 
cruelty  of  the  fact,  rose  in  rebellion  and  slew  father  and  mother.  The 
nobility  assembled  and  most  leiribly  destroyed  the  rebels  ;  and  after- 
wards, for  want  of  issue  of  the  prince,  whereby  the  succession  to  the 
crown  became  uncertain,  they  fell  to  civil  war,  in  which  both  they  and 
many  of  their  issue  were  slain,  and  the  land  for  a  long  time  almost 
desolate  and  miserably  wasted.' 

Manifestly,  this  is  an  expansion  of  the  ancient  Theban 
story  of  the  sons  of  CEdipus  and  locasta  and  their  fatal 
strife ;  although  of  course  the  antecedents  of  the  CEdipodean 
legend  are  omitted,  and  the  father  and  mother  play  a 
different  part  in  the  action.  The  immediate  source  of  the 
story  is  a  tale  belonging  to  ancient  British  legend,  which 
was  afterwards  treated  by  William  Warner  in  his  Albion's 
England*,  a  work  which  is  to  be  regarded  as  a  successor 
of  the  Mirror  for  Magistrates.  The  dramatic  idea  of 
a  &tal  fratricidal  rivalry  recurs  in  many  later  dramas  in 
different  literatures,  which  it  would  be  superfluous  here  to 
seek  to  enumerate  '. 

Although  this  plot  in  some  respects  resembles  the  argu- 

■  See  as  to  these,  Warton,  iv.  170  ttqq. 

■  Book  iii.  canto  15. 

■  The  opening  in  some  measure  recalls  that  oi  King  Ltar;  for  Gorboduc 
relinqnisfaes  his  royal  authority  under  the  influence  of  an  unwise  generosity. 
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ment  of  an  epic  poem  rather  than  the  action  of  a  drama, 
yet  it  must  be  allowed  to  cohere  well,  besides  leading  up 
to  strong  situations.  No  doubt  these  situations  are  not 
always  sufficiently  prepared  ;  in  other  words  Gorboduc,  like 
the  tragedies  of  Seneca  which  served  as  models  to  its 
author,  is  deficient  in  characterisation'.  As  has  been  well 
remarked  *,  although  the  personages  of  the  action  fall 
because  of  the  wrong  they  have  themselves  committed,  yet 
we  are  very  insufficiently  shown  how  the  passions  which 
brit^  about  the  catastrophe  are  developed  in  the  individual 
characters.  (Seneca,  it  will  be  remembered,  was  described 
above  as  weak,  even  among  ancient  tragedians,  in  character- 
isation.) On  the  other  hand  the  play  is  strong  in  its 
construction,  as  to  the  management  of  which  the  authors, 
in  the  true  spirit  of  the  English  drama,  assume  the  right  of 
declining  to  follow,  except  at  their  own  pleasure,  arbitrary 
rules.  In  formal  matters,  indeed,  the  authors  of  Gorboduc 
adhere  to  the  usages  of  Seneca.  The  play  is  divided  into 
five  acts.  Each  of  the  first  four  acts  closes  with  a  chorus, 
of  its  essence  superfluous,  recited  by  a  company  of  not  more 
than  four  '  ancient  and  sage  men  of  Britain.'  The  murdera 
do  not  take  place  on  the  stage,  but  are  announced  to  the 
audience  by  messengers.  But  while  they  borrow  both 
chorus  and  messei^er  from  the.,  ancient  classical  drama, 
our  authors  have  nothing  to  say  to  the  supposed  law  of 
the  unities  of  time  and  place ;  their  plot  covers  an  epoch 
of  history  and  involves  frequent  changes  of  scene.  It  must 
be  allowed  that  the  fifth  act  of  the  play  is  of  the  nature  of 
an  epilogue,  and  accordingly  adds  to  the  heaviness  of  the 
movement. 

Enough  has  perhaps  already  been  said  to  vindicate  the 
tragedy  of  Gorboduc  against  the  censures  of  A.  W,  von 

'  Thus,  ai  Warton  has  acutely  pointed  out,  Ihe  awAil  namttive  in  Act  iv. 
of  Muvella,  who  relates  how  the  mother  Vidua,  who  had  loved  Ferrex  best, 
revenged  fais  death  at  the  bands  of  his  brother  Porrex  by  entering  the 
chamber  of  the  latter  in  the  night,  and  murdering  him  in  his  sleep,  iatro- 
duces  this  murder  without  preparing  the  audience  bj  any  previous  disclosure 
*S  to  the  character  of  Vidua. 

'  By  Professor  WiLlckn-,  in  a  review  of  the  first  edition  of  the  present 
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Schlegel.  who  declares  Pope's  '  praise  of  the  regularity  of 
this  work,  as  fitting  it  to  be  one  of  the  first  of  a  school 
of  classical  dramas,'  as  onlyproving  Pope's  own  ignorance  of 
the  primary  elements  of  dramatic  art,  and  inveighs  against 
the  utter  monotony  of  its  versification  and  diction  ^.  To  its 
own  generation,  its  style  seemed  so  excellent  that  in  his 
Apology  for  Poetry  (which  was  probably  written  between 
1579  and  i58i)Sidney  extols  it  as  full  of  notable  moralitie,' 
i.e.  of  moral  maxims  deserving  attention  on  their  own 
account.  Of  course  the  readiest  opportunities  for  such 
rhetorical  reflexion  are  furnished  by  the  choral  odes  (or 
tags).  The  dialogue  moves  with  a  grave  and  solemn 
march,  but  here  and  there  deviates  into  sober  imagery. 
Nor  can  it  be  denied  that  certain  passages  of  the  play, 
which  dwell  upon  the  evils  of  civil  discord  and  disloyalty, 
seem  to  possess  a  force  not  altogether  due  to  the  influence 
of  association.  A  protest  against  discord  as  the  chief  curse 
of  the  lives  of  both  rulers  and  ruled  may  be  said  to  form 
the  leading  motive  of  the  work '. 

The  metre  of  the  dialogue  is  blank-verse — the  first 
known  to  have  been  declaimed  on  an  English  stage — 
of  a  solid  and  slow  movement  throughout,  with  single- 
syllable  endings.  Thus  early  was  the  experiment  tried 
>  Utlur  dramatischt  Ktitisl  und  Liltralur  (i&tt)  ii,  ii,  966-7.  Ulnci,  too, 
judges  Gorboduc  wiOi  severity. 

'  In  sdditiou,  we  may  delect  a  direct  allusioD  to  coatemponuy  aSaiis  in 
such  a  passage  as  ihe  following  (Act  V,  Sc.  3)  ; — 

'For  right  will  lost,  and  wrong  cannot  endure; 
Right  mean  I  his  tv  lun  upon  whose  name 
The  people  rest,  by  means  of  native  line 
Oi'  by  the  virtue  of  some  former  law 
Already  made  their  title  to  advance. 
Such  one,  my  lords,  let  be  your  chosen  King, 
Such  one  so  born  within  your  native  land. 
Such  one  prefer,  and  io  ito  wist  admii 
Tkt  htaiy  yokt  of  fonign  goprmauHct.' 
Of  Ihe  suits  of  foreign  princes  for  the  band  of  the  Virgin  Queen,  one  (that 
of  Eric  of  Sweden)  was  in  this  very  year  (156a)  brought  to  an  end  by  her 
own  suggestion,  while  that  of  Philip  of  Spain  had  been  previously  staved 
off.     At  this  period  Dudley's  ambition  was  still  directed  to  sharing  Elisa- 
beth's throne,  and  Sackville  (who  was  afterwards  employed  in  the  ne- 
gotiations concerning  the  French    marriage)  belonged   to    the    Protestknt 
party. — Cf.  as  to  the  political  allusions  in  this  pU^,  Miss  L.  Toulmia  Smith, 
JtihxxliKtidtt,  xxii-xxiii. 
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in  dramatic  composition,  which  only  a  few  years  pre- 
viously (in  1557)  Surrey  had  first  introduced  into  Eng- 
lish verse  from  Italian  examples,  in  his  translation  of 
the  Second  and  Fourth  Books  of  the  j^neid^.  Its  use 
on  the  popular  stage  will  more  appropriately  be  discussed 
hereafter. 

In  conclusion,  mention  should  be  made  of  the  employment 
in  this  tragedy  of  a  device  peculiar  to  the  early  period  of 
our  drama,  and  familiar  from  its  use  in  the  '  play  within  the 
play'  of  Hamlet.  This  is  the  prefigurir^  dumb-show, 
which  sets  forth  by  pantomime  (action  without  words)  the 
contents  of  the  coming  play,  or— as  in  Gorbeduc — of  each 
ensuing  portion  or  act  of  it.  This  device,  unnecessary  in 
a  drama  which  like  Attic  tragedy  treated  legends  femiliar 
to  every  spectator,  in  so  far  made  for  refinement,  that  after 
satisfying  the  grosser  craving  of  mere  curiosity,  it  left  the 
attention  of  the  spectator  to  fix  itself  upon  the  artistic  treat- 
ment rather  than  upon  the  mere  material  incidents  of 
the  action.  When,  as  in  Gorboduc,  instead  of  representing  the 
incidents  that  were  to  follow  in  a  mere  pantomimical  sum- 
mary, it  allegorised  them  under  mythological  types,  it  was 
clearly  suited  for  none  but  a  learned  audience.  This  kind 
of  dumb-show  must  therefore  be  distinguished  from  that 
which,  in  some  of  our  early  plays,  merely  presented  in 
rapid  action  incidents  which  the  author  was  unwilling  to 
protract  with  the  aid  of  dialogued  In  general,  it  is 
obvious  that  this  device  could  not  be  maintained  in  a  more 
developed  condition  of  the  drama  ;  it  belongs  to  the  infancy 
of  dramatic  construction,  or,  like  the  Euripidean  Prologue, 
implies  a  neglect  of  the  requirement  that  a  dramatic  action 
should  be  complete  in  itself. 

After  dwelling  on  a  literary  production  of  pretensions  so  oihtr  tarly 
advanced  as  those  of  Gorboduc,  it  seems  like  going  back  to  '^V™-'- 
note  two  dramatic  efforts,  contemporary  with  it,  or  nearly 
ao,  but  in  form  still  closely  associated  with  a  phase  of  our 
drama  on  which  the  scholarly  and  courtly  authors  of  the 

•  Hiltoa,  04  ia  known,  loftily  ignored  (he  cITort  of  bis  predecessor. 
■  £.  g.  the  death  orGuiscard  and  the  preservation  of  his  heart  io  Taitni 
and  GiamuHda;  cf.  CnnliSe,  p.  4s. 
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first  English  tragedy  would  have  looked  down  with  lofty 
scorn. 

Yet  I  should  distinctly  be  mclined  to  class  both  Afiius 
and  Virginia  and  King  CafnbUes  among  our  earliest 
tragedies  rather  than  among  our  later  moralities,  to  which 
such  plays  as  King  Darius,  Godly  Queene  Hester,  and  facob 
and  Esau  ^  essentially  belong.  Of  the  moralities  they  in- 
deed still  present  some  of  the  principal  features :  a  con- 
siderable number  of  personified  abstractions  make  their 
appearance  in  both,  nor  is  the  character  of  the  Vice  more 
important  or  prominent  in  any  other  of  our  early  dramas. 
But  the  main  interest  which  both  these  plays  excite  is 
historical  and  real,  and  their  leading  personages  are  actual 
— and  supposed  to  be  historical — human  beings.  More- 
over, in  King  Camhises  at  least,  it  is  not  always  easy  to 
distinguish  between  abstract  and  concrete : '  Common  Cry,' 
for  instance,  may  be  regarded  as  a  type  or  representative  of 
the  oppressed  commons,  and  *  Execution,'  though  wearing 
the  name  of  an  abstraction,  is  actually  summoned  by  the 
King  as  a  concrete  being,  the  '  execution  man.' 

The  date  of  both  these  plays  is  probably  very  nearly 
contemporary  with  that  of  our  earliest  English  tragedy 
proper ;  but  from  a  literary  point  of  view  they  may  still 
be  regarded  as  marking  a  transition  rather  than  a  consum- 
'■  mated  change.  The  Tragical  Comedy  of  Apius  and  Vir- 
ginia *  is  by  an  unknown  author,  or  at  least  by  one  whose 
identity  cannot  be  determined,  designated  under  the  ini- 
tials R.  B.  It  was  probably  acted  as  early  as  1563,  though 
it  was  not  printed  till  1573.  ^^^  subject  is  one  which  has 
commended  itself  to  various  periods  of  our  drama  * ;  from 
the  b^innings  of  tragedy  to  Webster,  and  from  Webster 
to  Sheridan  Knowles.  The  main  plot  of  Lessing's  Emilia 
'  Galotti  is  but  a  modern  version  of  the  same  stoiy.  R.  B.'s 
effort   is   of  a  very  rude   description,  though    it    shows 

'  At^  lia  tnlt.  The  Vice,  '  loiquity,'  »  a  [ 
Darita,  and  tbe  Too)  Hardy- Dudy  in  Go^y  Qus 
of  the  same  type. 

>  Printed  in  vol,  iv.  of  Hazlitt'i  Docbiry. 

■  Hr.  Fleay  {History  of  tkt  Slagi,  61)  tbinka  that  il 
sented  by  the  Westminster  icfaolara. 
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some  sense  of  dramatic  construction.  Th«  tragedy  opens 
with  an  exhibition  of  the  domestic  bliss  of  Virginiua  and 
his  wife  and  daughter,  which  they  celebrate  not  only 
in  dialogue,  but  in  a  song  or  refrain  several  times  re- 
peated : — 

'  The  trustiert  treasure  in  earth  as  wee  see 
Is  man,  wife  and  children  in  one  to  agree ; 
Then  friendly  and  kindly  let  meastirc  be  mixed 
With  reason  in  season,  where  friendship  is  fixed.' 

The  criminal  lust  of  Apius  therefore  mars  a  fair  picture 
of  happiness  with  which  the  spectator  has  been  previously 
led  to  sympathise,  and  the  action  progresses  simply  and 
effectively,  without  the  allegorical  personages  playing  any 
important  part  in  it.  '  Haphazard,'  the  Vice,  is  a  general 
mischief-maker,  but  is  himself,  not  less  than  the  Mansipulus 
and  Mansipula  whh  whom  he  holds  converse,  redundant  to 
the  action.  At  the  close  of  the  play,  Doctrina,  Memorie, 
and  Virginius  brii^  in  a  tome,  wherein  Memorie,  Justice, 
Rewarde,  and  Fame  inscribe  the  honour  of  Virginia's  name*. 
The  Epilogue  prays  '  God  save  the  Queen,'  but  makes  no 
reference  to  what  later  Elisabethan  poets  would  have  joyed 
to  find  an  occasion  of  celcbratii^, — her  renown  for  the 
virtue  which  is  the  subject  of  the  play. 

While  the  author  of  Apius  and  Virginia  varies  his  tone  Pr*sioH's 
as  he  varies  his  metres,  a  higher  degree  of  literary  merit  (1569-^), 
seems  to  belong  to  the  Lamentable  Trt^edy  mixed  ftU  of 
pleasant  mirtk,  conteyning  the  Life  of  Cambists  Kit^  of 
Percia — his  one  good  deed,  his  many  wicked  deeds,  and 
(I  condense)  his  odious  death '.  It  was  entered  in  the 
Stationers'  Registers,  1569-70,  probably  immediately  after 
its  production.  Its  author  was  Thomas  Preston,  who  is 
said,  when  a  fellow  of  King's  College,  Cambridge,  to  have 
performed  so  well  in  the  tragedy  of  Dido  before  Queen 
Elisabeth,  that,  on  accoimt  of  this  excellence  and  his 
prowess  in  disputation,  she,  with  unusual  generosity,  granted 
him  an  annual  allowance  of  £10.    He  afterwards  became 

*  This  is  at  least  as  effective  aa  Ihe  introduction  in  Sheridan  Knowlea'  i^y 
of  an  urn  superscribed  Virptaa,  and  supposed  to  contain  the  victim's  ashes. 

*  Printed  in  Hawkins'  Or^in  aftht  Engiisk  Drama,  voL  1.,  and  in  voL  iv. 
of  Hulitt's  DoJsl^. 
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Master  of  Trinity  Hall.  His  tragedy  or  comedy  (as  it 
seems  indifferently  to  call  itself),  besides  being  clearly  con- 
structed, is  generally  well  written—  chiefly  in  the  so-called 
'common  metre.'  King  Cambises'  one  good  deed  is  his 
condemnation  to  death  of  the  wicked  judge  Sisamnes,  who 
has  misgoverned  the  realm  during  the  King's  absence  in 
Egypt ;  on  the  Other  side  of  the  account  stands  his  doing 
to  death  of  his  too-outspoken  counsellor  Praxantes,  after — 
according  to  the  famous  anecdote,  in  order  to  prove  his  own 
sobriety — shooting  the  minister's  son  in  the  heart,  of  his 
brother  Sniirdis,  and  of  his  own  consort,  whom  he  had 
married  in  defiance  of  the  divine  law.  The  King  falls  by 
a  divine  Nemesis,  as  has  been  predicted  by  Ambidexter 
the  Vice,  who  opines  that  the  King  was  '  akin  to  Bishop 
Bonner '.'  The  participation  of  this  Vice  in  the  action  is 
ingeniously  managed ;  but  room  is  also  found  for  much 
low  fun  and  interchange  of  ribaldry  between  the  Vice  and 
three  ruffians,  Huf,  Snuf,  and  Ruf,  and  two  'country 
patches,'  Hob  and  Lob  ^,  who  speak  the  usual  rustic  dialect 
of  the  stage.  On  the  other  hand,  some  of  the  scenes  (such 
as  that  between  the  condemned  Sisamnes  and  his  son,  and 
that  of  the  mother's  lament  over  her  murdered  boy)  display 
touches  of  real  pathos  ;  and  though  '  Cambyses'  vein '  has, 
in  consequence  of  its  being  cited  by  Shakspere  *,  become 
proverbial  for  rant,  the  language  of  the  play  is  in  no  instance 
specially  obnoxious  to  this  chaise. 

The  simplicity  which  must  have  still  characterised  the 
performance  of  these  plays  is  illustrated  by  some  of  the 

'  Bonner  was  imprisoned  in  1559 ;  hence,  so  Tar  as  this  indlolion  goe*, 
the  early  date  of  1561  sometimes  assigned  to  the  pUy  is  not  impossible. 
He  died  in  1569. 

'  These  names  are  introduced  by  Lyly  into  the  Dedicalion  of  his  Faff* 
tBilh  an  Halchil  (1589  c). 

'  There  is  some  resemblance  here  to  the  scene  In  the  WuiU^a  TaU  be- 
tween the  Peasants  and  Autolycus,  who  is  a  genuine  descendant  of  the 
Vice. 

*  I  Henry  IV,  ii.  4.  Mr.  Fleay  (Lift  of  Skeimptan,  185)  further  sup- 
poses the  intermixture  of '  pleasant  mirth  '  in  the  title  of  Kmg  CanMsta  to 
be  alluded  to  in  the  '  tragical  mirth '  of  the  '  tedious  brief  scene  of  young 
Piramua'  {MUsumrrur  Night's  Dttam,  v.  i),  and  Prestor's  pension  In  the 
'sixpeuceaday'givcn  by  the  Dufce  for  playing  the  chief  character  fit.  iv.  a). 
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stage-directions,  '  Here  let  Virginius  go  about  the  scaf- 
fold ' — so  that  the  stage  was  still  that  of  the  mystery- 
dramas  and  moralities ;  and  in  Cambises,  '  Smite  him  in 
the  neck  with  a  sword  to  signify  death,'  and  '  Flea  with  him 
a  false  skin,'  so  that  in  this  classical  drama  there  was  no 
attempt  to  practise  the  classical  abstinence  from  the  intro- 
duction of  death  on  the  stage.  Though  Cambists  is  full 
of  characters,  they  are  so  arranged  as  to  be  capable  of 
performance  by  seven  men  and  a  boy. 

In  subject,  at  all  events,  both  these  plays  attest  the 
influence  of  classical  literature  upon  the  beginnings  of 
English  tragedy.  A  still  more  striking  proof  of  this  in- 
fluence would  be  furnished  by  the  performance  at  court, 
less  than  a  month  after  the  production  of  Gorboduc,  of 
a  play  called  yulius  Sesyar,  could  we  affirm  with  certainty 
that  the  entry  under  February  i,  156a,  in  the  diary  of  the 
worthy  citizen  and  undertaker  Henry  Machyn,  establishes 
the  fact  of  such  a  performance.  If  it  actually  took  place, 
it  was  indisputably  the  earliest  among  many  English 
dramatic  treatments  of  this  theme*. 

Between  the  years  1567  and  1580  a  lai^e  proportion  of  Oilurtra- 
the  plays  presented  at  court  by  the  choir-boys  of  St.  Paul's,  f^^^ 
the  Chapel  Royal,  and  St.  George's,  Windsor,  by  the  school-  subjects 
boys  of  Westminster  and  Merchant  Taylors',  as  well  as  by  '"'  '  .  '' 
various    companies,   were   on   classical   subjects^.      These 
subjects  are  partly  mythological,  partly  historical — although 
this  is  a  distinction  which  not  many  of  the  authors  of  the 
plays  in  question  would  have  been  at  much  pains  to  draw. 
To  the  plays  treating  themes  of  the  former  description 
belongs  John  Pickering's  New  interlude  of  Vice  concerning 

'  The  last  words  ia  the  entry,  '  and  Julvus  Sesar  played,'  are  in  another, 
possibly  a  later,  hand.  See  Hactiyn's  Diary,  376,  and  tK>U. — Ths  line  in 
Shakspere's  Julius  Catsar,  iii.  i  : 

'How  many  times  shall  Caesar  bleed  in  sport' — 
is  by  Mr,  A.  W.  Verily  (in  his  edition,  1895)  ingeniously  interpreted  u 
reTerring  to  the  many  dramatic  representations  of  the  theme.— A  French 
Cesar,  by  Jacques  Grrivin,  had  appeared  in  1560,  eight  years  later  than  the 
first  French  tragedy  proper,  Jodelle's  Clrafiatrt.  See  A.  Ebcrt,  Entwich- 
lungsgtschichli  dtr frantCsisciun  TragBdu. 

'  See  Collier,  i.  I8^~a^^  passim ;  and  cf.  the  lists  ap,  Fleay,  ChnaiicU  of 
Iki  EHglish  Drama,  ii,  387  st^q. 
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tke  history  of  HortsUs  (printed  in  1567),  the  extant  copy 
of  which  seems  to  be  an  alteration  for  the  public  stage  of 
a  version  previously  performed  at  Court '.  This  piece 
curiously  intermixes  the  persom^s  of  the  classical  myth, 
a  number  of  abstractions  (Truth,  Fame,  &c,),  three  typical 
half-concretes  (Haltersick,  Hempstring,  and  Hodge),  and — 
if  I  understand  Collier's  account  correctly — 2.  Vice  in  the 
character  of  Nuntius,  not  so  much  the  Euripidean  or 
Senecan  messenger,  as  a  self-licensed  interviewer.  This 
play  contains,  besides  a  long  ditty  on  the  story  of  Paris 
and  Helen,  a  soldiers'  song  which,  if  it  be  the  earliest  of  its 
kind  in  our  literature,  must  be  regarded  as  the  prototype 
of  Dorset's  delightful  '  To  all  you  ladies,  now  on  land.' 
Other  plays  on  mythological  subjects  performed  in  the 
course  of  these  years  were  Ipkigenia  *,  Ajax  and  Ulysses, 
Narcissus,  and  Paris  and  Vienna^  (all  produced  1570-1), 
Alcmaeon  and  Persem  and  'Anikotneris'  (1573-4),  and  the 
History  of  ' Serpedon'  (1579-80).  The  plays  on  subjects 
from  ancient  history  seem  to  have  been  almost,  if  not 
entirely,  inspired  by  Livy;  we  meet  with  a  Toolie  (1576—7)1 
whom  I  conjecture  to  have  been  the  impious  daughter  and 
not  the  pious  father*,  a  Mutius  Scevola  {of  the  same  date), 
a  Quinttts  Fabius  (1573-4)  and  a  History  of  tke  Foure 
Sonnts  of  Fabyous  (1579-80),  and  a  Cipia  Africanus  (of 
the  same  date).  Stephen  Gosson,  who  in  1579  came 
forward  as  an  adversary  of  the  stage,  had  himself  been 

'  Mr.  Fleay's  demonatration  on  this  head  {Hialoty  of  Hit  Slag*,  6i-a) 
seems  lo  me  convincing.     Collier,  u.  413,  is  not  dear  as  to  the  NhhUhs. 

*  This  '  Effigtnia'  performed  by  the  '  children  of  Powles,'  must  of  course 
be  distinguished  from  Peele's  (aon-eztaut)  version  of  one  of  the  Ifhigmiat 
of  Euripides. 

*  Hr.  Fleay  {Englah  Drama,  ii.  a88)  a  indisputably  right  in  saying, 
'  these  are  characters,  not  towns.'  But  what  character  is  '  Vienna ' — unless 
this  be  thought  as  near  (£none  aa  '  Anthomeris'  is  near  Andromeda  1 

'  Cicero  has  oot,  so  far  as  I  am  aware,  ever  had  a  tragedy  [o  himself— in 
this  respect  less  fortunate  than  Catiline.  In  addition  to  Gosson's  piece, 
mentioned  in  the  text,  another  play  was  performed  at  Gray's  Inn  before 
Lord  Burghley  in  1587-8,  in  which  Catiline  was  a  character  (Collier, 
1.  a6o).  But  I  agree  with  Mr.  Fleay  {fiitlary  ofllu  Stag*,  ga)  that,  as  shown 
by  the  list  of  characters  cited  by  Collier,  he  can  only  have  been  a  sub- 
ordinate character.  Probably  he  wai  expressly  introduced  for  the  sake  of 
an  allusion  lo  the  conspiracies  of  which  the  air  was  then  full. 
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a  dramatic  author;  and  among  the  plays  'tollerable  at 
sometime '  excepted  by  him  from  his  general  censure,  is 
one  which  he  terms  a  '  pig  of  hb  owne  Sowe,'  i.  e.  a  piece 
written  by  himself,  called  Catiline's  Conspiracies '. 

The  nature  of  these  works  we  can  only  conjecture ;  Gtamigm't 
George  Gascoigne's  Jocasta^  in  the  composition  of  which  he  /j"!^ 
was  assisted  by  Francis  Kinwelmarsh  (who  wrote  acts  L 
and  iv.),  is  a  very  free  adaptation  of  the  Photnissae  of 
Euripides,  or  rather  a  version  of  a  free  Italian  adaptation 
of  this  tragedy.  Mr.  Symonds  has  proved  that  in  certain 
passages  at  all  events  Ludovico  Dolce,  and  not  Euripides, 
was  the  direct  original  of  the  English  writers '.  I  cannot 
say  how  far  the  English  choral  odes,  which  in  part  are  in- 
dependent of  the  Greek,  correspond  to  the  Italian  ;  that 
which  concludes  the  play  was  contributed  by  Christopher 
Yelverton  (afterwards  a  judge  and  knighted),  who  is  as- 
sociated by  Jasper  Heywood  with  Sackville  and  Norton  as 
one  of  the  young  lions  of  his  times  ^  This  tragedy  was 
presented  at  Gray's  Inn  in  1566,  and  is  notable  as  the 
second  English  play  composed  in  blank  verse.  Dumb-shows 
and  '  musickes '  introduce  each  act ;  two  of  the  former 
allegorically  represent  the  doom  of  Curtius,  and  the 
conflict  between  the  Horatii  and  the  Curiatii. 

This  enumeration  shows  how  the  choice  of  classical  Tragy 
subjects  and  the  imitation,  direct  or  indirect,  of  classical  ' 
models  were  exercising  their  influence  upon  the  early 
progress  of  English  tragedy.  It  is  not  of  course  in  all 
cases  possible  to  decide  whether  a  play  should  strictly  be 
classed  under  the  head  of  tragedy  or  of  comedy ;  and,  to 
judge  from  the  instance  of  a  play  preserved  from  the  hand 

'  SAoi^  of  Abui*,  p.  30  (SMai^ttur  Socitiys  Publications,  iSfi).  Id 
Bubsequent  publicoCioiis  he  refen  to  Pomfry  and  Tit  Fabii  u  subjects 
treated  by  contemporaiy  dramatists.  Cd  Fleay,  CAnntitk  Halory  of  Hu 
English  Druma,  i.  046-9. 

'  Shaksptt^s  Prtdtaaaora,  aai-a.  L,  Dolce's  Gnxiufti  ('giil  di  Euripide 
invenzione  e  ora  nuovo  parto  mio ')  wai  printed  in  <549.     Klein,  v.  408. 

'  See  the  quatation  from  the  IntrodMctim  to  Seneca's  ThytaUs,  ap.  Collier, 
li.  398.  Cf.  as  to  the  pl^y  in  genenl  Warton's  History  0/ Engtiali  Poflty, 
iv.  a66  atqf.  He  notes  that  among  the  Hatton  HSS.  in  the  Bodteiaa  it 
a  long  blank  verse  translation  from  the  Hrratlts  Ottatus  of  Seneca  by  Queen 
EltBBbeth. 
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of  one  of  the  most  popular  dramatists  of  his  day,  the  two 
species  were  at  times  so  intermingled  as  to  leave  us  almost 
at  liberty  to  call  productions  belonging  to  either  by  either 
name.  Upon  the  whole,  however,  Damon  and  Pithias  will 
be  most  appropriately  mentioned  by  the  side  of  the  plays 
enumerated  above,  although  it  would  be  more  correctly 
classed  as  a  tragicomedy,  a  species  much  cultivated  in  the 
Italian  drama  of  the  sixteenth  century,  and  not  without 
classical  precedents.  Unfortunately  we  have  but  one 
classical  play  which  satisfactorily  exemplifies  the  Attic 
conception  of  tragicomedy,  as  a  species  'resemblii^  the 
regular  tragedy  in  its  outward  form,  but  containing  some 
comic  characters,  and  always  having  a  happy  termination^.' 
This  is  the  Alcestis  of  Euripides  (which  we  know  to  have 
been  performed  as  the  satyr-drama  of  a  tetralogy ;  perhaps 
the  Orestes  of  the  some  poet  may  be  regarded  as  another}*. 
We  can  hardly,  on  the  strength  of  Mercury's  accommodatii^ 
nomenclature,  agree  to  call  the  Ampkitruo  of  Plautus  a 
tr^comedy,  because  '  gods  and  kings '  do  not  appear  in 
comedies'.  On  the  precise  nature  of  the  later  so-called 
kilarotragedies  of  Rhinthon  of  Tarentum,  and  one  or  two 
other  writers,  it  seems  unsafe  to  speculate ;  I  incline,  how- 
ever, to  think  that  they  were  rather  of  the  nature  of 
burlesques*.  Italian  examples  of  the  type  of  Bernardo 
Accolti's  Virginia  (1513)  doubtless  directly  influenced  the 
cultivation  by  our  early  English  dramatists  of  the  mixed 
species  which  came  to  be  called  (but  by  no  consistent 
usage)  tragicomedy,  and  which  represents  an  imconscious 
revolt  against  the  monotony  of  Senecan  tn^edy.  To 
assume  the  influence  of  Spanish  tragicomedy  to  have  already 
lai^ely  co-operated,  would  probably  be  premature'. 

'  DoDaldson's  Tiuairt  ofUu  Grttki  (aeventh  edition),  75. 
»  /*.  14a,  148. 

*  See  the  amusing  prologue  to  the  pUy,  id  which  Mercury,  after  oiling 
it  ■  tragedy,  offers  Co  call  it  b  comedy,  if  the  spectalora  prefer,  and  then 
Gonchides  to  oil  it  ■  '  tragico-comedy  ' ; 

*  Nam  me  perpctuo  facere.  ut  ait  comoedia, 
Reges  quo  veniaat  et  Dii,  non  par  arttitror.' 

*  Donaldson,  pp.  75,  004,  is  not  vciy  definite  on  the  subject.  These 
plays  were  also  called  pMyatographia,  from  fkiat  (chatter). 

*  Ai  to  Accolti'a  Virginia,  see  Klein,  iv.  546  mj;.     In  the  prelace  to  tht 
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To  the  author  of  Damon  and  Pithias  a  special  measure  DatKtat 
of  favour  appears  to  have  been  accorded  by  his  con-  f^^^'u 
temporaries.  Richard  Edwardes,  bom  in  Somersetshire 
in  15*3,  was  a  scholar  of  Corpus  Christi  College,  Oxford, 
and  afterwards  a  student  of  Christ  Church ;  in  1559 
he  was  appointed  master  of  the  Children  of  the  Chapel 
Royal,  who  performed  a  'trj^dy'  by  him  (which  was 
possibly  no  other  play  than  Damon  and  Pitkias  itself) 
before  the  Queen  at  Christmas,  1564-5.  In  1566,  the 
year  in  which  another  play  by  him,  Palamon  and  Arcyte  ^ 
(in  two  parts),  was  acted  before  the  Queen  at  Christ 
Church,  he  died.  On  the  evidence  of  the  solitary  play 
known  to  have  been  preserved  from  his  hand  ',  he  appears 
to  have  been  overpraised  by  his  admirers,  one  of  whom 
terms  him 

'  the  flower  of  oni  realm 
And  phoenix  of  our  age*.' 

Damon  and  Pithias  (licensed  i$66,  and  first  printed,  so  far 

RtaJtr  prefixed  by  Fletcher  to  his  FailMfiil  Shipktrdtas  (which  he  desig- 
nmted  u  &  '  pastoral  tngi-eomedy'),  he  says  :  'A  tragi-comedy  it  not  lo 
called  in  respect  of  mirth  and  kitling.  but  in  respect  it  wants  deaths,  which 
is  enough  to  make  it  no  tragedy,  yet  brings  some  near  it,  which  is  enough 
to  make  it  no  comedy,  which  must  be  a  representation  of  familiar  people, 
with  such  kind  of  trouble  as  no  life  to  be  questioned  ;  so  that  a  god  is  ai 
lawful  in  this  as  in  a  tragedy,  and  mean  people  as  in  a  comedy.'  It  was 
this  free  intermingling  of  characters  of  the  loftier  and  of  the  lowlier  type  to 
which  our  drama  was  to  he  so  infinitely  indebted.  Alois  Brandl  {Zu  Lillo'a 
Km0tiam  voh  London  in  yirrttlja/irsekift  /Br  Littttahngtsdudat,  iii.  55, 
1890)  has  drawn  a  suggestive  comparison  between  the  jfrowth  of  tragi- 
comedy adverted  to  in  my  text  and  that  of  domestic  tragedy  in  Lillo's  day, 
as  a  revolt  respectively  against  the  domination  of  classical  (Senecan)  and 
of '  heroic'  tragedy.  He  notices  as  yet  another  analogy,  the  rise  of  melo- 
dnuna  about  the  beginning  of  the  present  century ;  but  on  this  head  it  is 
unnecessary  for  me  to  commit  myself  here. 

'  Collier,  i.  183.  Towards  the  end  of  this  piece  Dionysius  tells  the  two 
Bends  that  the  gods  have  made  them  play  '  this  tragedy '  for  his  behoof ;  but 
this  of  course  refers  not  to  the  play,  but  to  the  selfsacrifice  which  is  its 

'  Mr.  Fleay  {History  1^  tht  Stage,  60-1),  on  evidence  which  does  not 
to  me  leem  conclusive,  considers  Edwardes  to  have  been  the  author 
of  the  anonymous  early  comedy  Misogotms.  and  with  the  aid  of  this 
supposition  builds  up  a  plausible  theory  of  a  quarrel,  of  wbich  the 
'personalities'   in  Diuhim  attd  Pithias  are  supposed  to  have  formed   the 

*  For  other  compliments,  see  Warton,  iv.  913  stqq. 
Pa 
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as  is  known  in  1571)',  which  calls  itself  a 'tragical  comedy,' 
but  without  apparently  attaching  any  special  significance 
to  the  combined  term  *,  seems  to  me  one  of  the  clumsiest 
of  our  early  plays,  in  both  action  and  language,  and  above 
all  in  the  management  of  the  metre.  The  lines  are  rimed, 
but  vary  in  length  and  neglect  in  caesura.  If,  as  has  been 
supposed,  the  object  of  this  licence  was  to  avoid  monotony, 
the  gain  in  question  was  purchased  at  the  cost  of  euphony. 
As  for  the  action  of  the  play,  the  '  comic  business '  is  of  the 
nature  of  the  broadest  and  grossest  farce,  although  the 
episode  of  the  shaving  of  the  Collier  Grim  (who  is  brought 
all  the  way  from  Croydon  to  the  court  of  the  Sicilian 
Dionysius,  and  '  singeth  Basse '  for  the  delectation  of  the 
lackeys  there')  may  have  made  the  injudicious  roar.  While 
this  entertainment  proceeds  two  months  are  supposed  to 
'  elapse,'  during  which  Damon  is  absent,  his  friend's  life  in 
peril,  and  the  serious  interest  of  the  play  in  suspense. 

Plays  on         Ancient  classical  history  and  mythology  were,  however, 
tauut  an     ^^^  j-^j,  j.^^^  monopolising  the  attention  of  our  early  play- 
Rmnmct      wrlghts,  when   in  search  of  dramatic  subjects  of  serious 
^jtcs.       interest.     Stories  borrowed  from  the  history,  or  more  fre- 
quently borrowed  from  the  legends  and  romances,  in  verse 
and  prose,  of  contemporary  Western  peoples,  were  finding 
their  way  in  increasing  numbers  to  English  readers,  many 
of  whom  still  crossed  the  Alps  to  bring  home  with  them 
these  with  other  trophies  of  their  travels.     For  more  than 
a  century  past  the  charm  had  been  at  work,  which  in  the 
opinion  of  sober — not  necessarily  sour — censors  contained 
so  large  an  ingredient  of  poison.      And  now  there  were 
added  to  the  tales,  Instinct  alike  with  passion  and  with  wit, 
of  Boccaccio  and  his  school,  the  brilliant  epical  efforts,  to 
which  he  had  himself  furnished  something  of  a  model,  and 

'  Printed  in  Hazlitt'a  Dodslty,  vol.  iv.  (with  a  Prelkce  found  among  the 
papers  oi  the  elder  Hozlitt),  and  in  Andtnl  Brilisit  Drama,  voL  i. 

'  It  occurs  in  the  last  line  of  the  Prologui,  near  the  beginning  al  which 
the  author  spealis  of '  comedies '  simply. 

'  As  Hr.  Flea;  shows  to  be  probable,  this  episode  and  the  allusions 
contaiaed  in  it  were  suggested  hy  Ulpian  Fulwell's  Liln  mill  to  Liii,  &c., 
concerning  which  see  below.  The  previous  comic  quarrel  between  Jack 
and  Wilt  is  nude  fun  of  in  Bart/iolomtw  fair,  v.  3. 
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which  form  the  chief  boasts  of  the  last  phase  of  the  Italian 
Renascence  *.  Many  of  the  Italian  epical  and  lyrical  poets 
and  novelists  of  the  sixteenth  century  were  also  drama- 
tists ;  and  there  were  doubtless  not  a  few  who,  like  Giraldi 
Cinthto,  founded  more  than  one  of  their  plays  upon  novels 
of  their  own  inditing'.  The  titles  of  a  considerable  pro- 
portion of  our  early  English  tragedies  suggest  a  distinctly 
Italian  origin.  It  would  be  pleasant  to  assert,  could  the 
assertion  be  made  good  on  other  than  subjective  grounds, 
that  the  first  English  tiagedy  on  a  subject  taken,  directly 
or  indirectly,  from  an  Italian  novel,  was  the  earliest  known 
English  dramatic  version  of  the  immortal  story  of  Romeo 
and  yuliet  In  1562,  Arthur  Brooke  printed  a  metrical 
paraphrase  of  Bandello's  story  of  Romeo  and  Juliet  (1554), 
whidi  Boisteau  had  shortly  afterwards  reproduced  in  a 
French  version.  Bandello's  novel  had  itself  been  preceded 
by  Luigi  da  Porto's  on  the  same  theme.  Inasmuch  as 
Brooke,  at  the  close  of  hb  address  to  the  Reader,  states  that 
he  had  seen  'the  same  argument  lately  set  forth  on  stage 
with  more  commendation'  than  he  could  expect  for  his 
poem,  it  has  been  supposed  that  a  play  on  the  subject  had 
in  or  before  \$^%  been  performed  in  this  country*.  But 
no  positive  conclusion  can  be  arrived  at  whether  the  play 
seen  by  Brooke  was  English  or  Italian,  and  it  would  there- 
fore be  superfluous  to  discuss  a  further  conjecture  identi- 
fying it  with  an  early  Italian  drama  akin  to  it  in  plot,  and 
full  of  resemblances  in  details  *. 

Thus  the  tragedy  of  Tancred  and  Gismunda  *,  presented  Tmcrid 
in  its  original  form  under  the  title  of  Gismonde  of  Salerne  ,^„j^ 
before  the  Queen  at  the  Inner  Temple  in  1568,  may  still  («te/ 
claim  to  be  designated  the  oldest   known    English  play 

'  1  say  '  the  last,'  thinking  it  unnecessary  to  include  in  the  movement  of 
the  Italian  Renascence  its  roeoeco  and  largely  burlesque  epilogue. 

*  So  the  Orbtec/u  (Klein,  v.  394  stff.),  and  again  the  EfiiUa  (A.  333). 

*  For  conflicting  opinions  OD  the  queadoD  aa  to  whether  Brooke  refers 
to  an  English  play,  or  to  one  which  he  had  seen  abroad,  see  Fumess' 
Romeo  and  Juliel  iyariorum   Shakaptan   edition,    1873),  Appendix,  397 

*  Viz.  Luigi  Groto's  Hadriana  (1540-50)  ;  "ee  Klein,  v,  433  ttqq. 
■  Printed    in    Dodsley's    OIJ  Plays,   vol   ii,   and   in  HazHtt's  Dodslry, 

vol.  vii    The  Introduction  (ifr.)  gives  a  specimen  of  the  earlier  version. 
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of  which  the  plot  is  certainly  taken  from  an  Italian  novel 
— a  class  of  works  that  was  afterwards  to  prove  so  fertile 
a  source  of  subjects  for  Shakspere  and  his  fellow-dramatists. 
And  yet  this  play  likewise  connects  itself  with  Gorboduc, 
inasmuch  as  its  authors  endeavoured  to  follow  andent 
models,  each  act  commencing  with  a  dumb-show  (for  which 
at  the  opening  of  the  play  is  substituted  a  kind  of  pageant 
introduced  in  a  long  speech  by  Cupid),  and  ending  with 
a  series  of  choruses  (of  which  at  the  close  an  epilogue 
takes  the  place).  It  was  originally  written,  in  rimed  deca- 
syllabic quatrains,  by  Ave  gentlemen,  probably  all  members 
of  the  Inner  Temple ',  where  its  performance  was  witnessed 
by  Queen  Elisabeth  and  her  'Maidens  of  Honour,'  to  whom 
the  later  edition  commended  itself  by  Prefaces  in  both 
prose  and  verse.  Of  this  later  edition,  which  was  not 
printed  till  1591,  and  was  'polished  according  to  the  de- 
corum of  these  days,'  i.  e.  put  into  blank  verse,  the  author 
was  Robert  Wilmot,  the  writer  of  the  original  fifth  act. 
He  bad  then  come  to  be  a  man  of  some  literary  repute  *, 
and  held  the  living  of  North  Okenham  in  E^ssex. 

The  subject  of  this  tragedy  belongs  to  the  most  pas- 
sionate kind  of  romance.  King  Tancred,  after  surprising 
his  daughter  Gismunda  with  her  lover,  causes  him  to  be  put 
to  death,  and  his  heart,  placed  in  a  golden  cup,  to  be  pre- 
sented to  his  daughter.  She  fills  the  cup  with  poison, 
and  drinks  her  death  from  it ;  and  her  dying  wish  to  be 
reunited  to  her  lover  in  the  tomb  is  carried  out  by  the 
broken-hearted  father,  who  slays  himself  with  his  own 
tiands.  The  story,  which  is  taken  from  Boccaccio,  served 
as  the  theme  of  several  dramas  in  the  Italian  and  other 
langui^es,  and  was  retold  by  Dryden  in  some  of  his  latest 
and  most  characteristic  verse  ^. 

'  Their  munee  are  signed,  in  abbreviated  fornu,  at  the  end  of  the  several 
■Gt*.  '  Ch.  Hat!  at  the  end  of  Act  iv.  ii  supposed  to  stand  tor  Christopher 
Hatton,  whose  dancing,  so  much  admired  by  the  Queen,  is  supposed  to 
have  made  him  Lord  Keeper. 

•  He  is  mentioned  as  a  poet  in  Webbe's  Dacoum  (15B6). 

*  Sigismotuia  and  GuismrAi  is  included  in  the  Fabla,  which  were  pub- 
lished in  November,  1699,  a  Tew  months  before  Dryden  s  death.  According 
to  Klein,  V.  461-a,  there  were  several  Italian  pUys  on  the  subject     Silvono 
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The  most  noteworthy  feature  of  this  play  is  beyond 
doubt  the  stni^le  which  it  exhibits  between  the  classical 
tastes  of  its  authors  and  the  romantic  character  of  their 
subject.  Through  the  first  four  acts  everything  proceeds 
classically  enough ;  Cupid  speaks  as  Prologue ;  choruses 
of  maidens  intersperse  reflexive  relics  and  calmly  intervene 
in  the  action,  the  real  incidents  of  which  are  carefuily  kept 
behind  the  scene.  But,  in  the  last  act,  though  the  death 
and  doom  of  the  '  Countie '  has  been  decently  narrated  by 
an  eye-witness,  the  situation  becomes  too  strong  for  the 
classicism  of  the  writer,  and  Gismunda  and  her  father  both 
die  on  the  stage.  The  speeches  of  this  play  are  of  inordi- 
nate length,  though  siwhomytkia  in  the  Greek  antithetical 
Dtamier  is  also  introduced.  The  lyrical  passages  strike  me 
as  graceful ;  and,  altc^ethcr,  I  should  say  that  the  play, 
which  in  its  revised  version  had  no  doubt  been  put  tc^ether 
with  unusual  care,  possesses  no  mean  literary  merit.  The 
inevitable  compliment  to  Queen  Elisabeth  here  occurs,  not 
at  the  end,  but  in  the  middle  of  the  piece '. 

A  more  enduring  interest  attaches,  in  the  history  of  our  G.  Whtu 
dramatic  literature,  to  the  next  play  founded  on  a  subject  p*^* 

de'  RuziS  Gisnumda  was  printed  in  tsA?.  Pomponio  Toiclli  (d.  i6a8) 
wrote  &  tragedy  on  the  subject,  and  Federico  Asinari  another  (printed 
1568).  The  Utter  appeared  in  Paris  in  1387,  under  tlte  title  Gisnumda,  as 
a  work  by  Torqualo  Tasia  The  theme  was  once  mora  treated  by  RidoUb 
(^^mpeBP  <■>  ifi<4  (Walker,  HatoricaJ  ifimoir  q/*  Italian  TragrJy,  115). 
A  tragedjr  on  this  story,  written  by  Sir  Hency  Wotton,  probably  in  Latin, 
was  never  printed,  but  read  by  Guarini  in  Italy  in  115.  {i6,  loi  hcU). 
Thompson's  tragedy  of  Tantrtd  and  Sigistnimdm  11145)  ^"^  made  use  of 
by  Wbigs  and  Jacobites  (or  a  political  demonstration  and  counter-demon- 
BtratioD  like  those  which  accompanied  the  production  of  Addison's  Colo 
(Doran,  London  in  tlu  Jacabiit  Timta,  iL  10S-9).  The  plot  ol  this  phiy, 
Geoest  informs  us  (iv.  149),  was  however  taken  from  Gil  Blot,  The 
catMlropbe  of  the  play  resemhlei  that  of  Keats'  Pel  of  BaaH,  tfae 
stoi7  of  which  poem  appears  to  be  treated  dnmatically  in  Hans  Sachs' 


»  Act  ii  Mjfin.  :— 

*  Yet  let  not  us  maidens  condemn  our  kind. 
Because  our  virtues  are  not  all  so  rare : 
For  we  may  freshly  yet  recall  in  mind, 
There  lives  a  virgin,  one  without  compare, 
Who  of  all  graces  bath  her  heavenly  share; 
In  whoae  renown,  and  for  whose  happy  days. 
Let  US  record  this  Paean  of  her  praise.' 
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from  Italian  story.  George  Whetstone's  Promos  and 
Cassandra ',  from  which  Shakspere  took  the  story  of  his 
Measure  for  Measure,  was  printed  in  1578  ;  and  its  subject 
is  a  novel  of  Giraldi  Cinthio's,  which  Whetstone  himself 
translated  in  his  Heptameron  of  Civil  Discourses  (158a). 
Cinthio  himself  dramatised  the  story  in  a  work  of  earlier 
date  K  The  author  of  this  play  was  a  writer  of  consider- 
able productivity,  who  moreover  gained  varied  experience 
of  life  as  a  courtier,  soldier,  and  farmer,  besides  taking 
part  in  one  of  Sir  Humphrey  Gilbert's  expeditions  for 
Newfoundland'.  According  to  a  ghastly  conjecture,  he 
ended  his  days  in  Bedlam  *.  In  the  Dedication  of  Promos 
and  Cassandra,  Whetstone  exhibits  a  highly  critical  spirit, 
condemning  for  various  reasons  the  dramatic  tastes  of 
the  principal  literary  nations  of  Europe,  his  own  among  the 
number'.  But  although  he  takes  lofty  ground  with  refer- 
ence to  both  diction  and  construction,  it  cannot  be  said 
that  be  was  in  practice  highly  successful  in  either  respect. 
Consideration  of  ^Decorum'  preventing  him  from  'con- 
vaying '  his  whole  story  in  a  single  play  of  five  acts,  be 

'  Printed  ia  \a\.  i.  o<  1b^  Six  Old  Plays  on  tMdi  Sh.  fimiidid  hia  Mtaaurt 
for  MiasHrt,  &c.  (published  b;  Nichols  in  1779). 

*  EpiHa ;  cf.  Klein,  v.  353  stqq,     Cinthio  died  in  IS73- 
'  Flesj,  EngHak  Drama,  ii.  374. 

*  See  Cunningham's  note  to  the  passage  ia  BartMonute  Fair,  i.  i :  'Good 
Lord,  how  sharp  you  are,  with  b«ing  at  Bedlam  yesterday  I  Whrlttom  hat 
ttt  BH  idgt  upon  you,  Mas  htf  Of  course  there  may  be  no  meaning  in  this 
beyood  a  pun;  as  the  Same  editor  conjectures.  Whetstone  had  possibly 
published  something  in  the  nature  of  a  jest-book. 

'  The  passage  is  worth  quoting  : — 'At  this  daye,  the  Italian  is  so  las- 
civious in  his  Commedies,  th^  honest  heareis  are  greeved  at  bis  actions : 
the  Frtnchmmn  and  SpanianU  folows  the  Italians  humor;  the  Gtrnuaiit  is 
loo  holye ;  for  he  presents  on  every  common  Stage  what  Preachers  should 
pronounce  in  Pulpets.  The  EtigUshman,  in  this  qualitie,  is  most  vaine, 
indiscrete,  and  out  of  order  :  he  first  groundes  his  worke  on  impossibilities  : 
then  in  three  bowers  ronnes  he  throwe  the  world;  manyes,  gets  children, 
TOakes  children  men,  men  to  conquer  kingdomes,  murder  monsters,  and 
bringeth  Gods  from  Heaven,  and  fetcfaeth  divels  from  Hel.'  But  the 
gravest  objection  to  English  playwrights  is,  that  they  do  not  make  the 
speech  of  each  character  appropriate  to  it,  but  use  one  order  of  speech  for 
all  kinds  of  persons.  The  objection  to  the  Gtrtnaiiu  is  the  same  as  that 
brou^t  against  English  plays  by  Northbrooke  in  his  nearly  contemporary 
Tmlist  againal  Dicing,  DMdng,  Pbiys  and  Inltriudts  (1577  arc).  See 
Shaiie^.  SoattysPubL,  1S43,  p.  9a. 
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distributed  it  over  two — but  very  unequally  as  to  the 
serious  interest  of  the  argument,  which  is  wholly  ab- 
sorbed by  the  first  part  And  to  '  work  kindly'  the  action  of 
his  characters,  he  made  his  tow  comedy  very  low,  and  his 
grosser  characters  very  gross.  The  moral  struggle  in 
his  heroine  is  brought  to  a.  conclusion  too  rapidly  to  keep 
the  reader  or  spectator  in  an  effective  condition  of  sus- 
pense ;  while  the  intrigues  of  a  courtesan  and  the  ribaldries 
of  a  pimp  relieve  after  their  fashion  the  cumbrous  prepress 
of  an  in  itself  ofTenstve  plot.  It  was  something  different 
from  mere  condensation  which  converted  Promos  and 
Cassandra  into  Measure  for  Measure"^. 

The  titles  of  a  considerable  number  of  other  Early  English  OUur  tarJy 
tragedies,  which  have  not  been  preserved,  suggest  a  direct  J^^^  '^ 
Italian  origin — as  in  the  case  of  T^  Duke  of  Milan  and  the  origin. 
Marquis  of  Mantua  (1579) — while  no  mistake  is  possible 
as  to  the  literary  genealogy  of  a  play  called  Ariodanie  and 
Geneuora  {158a)  *.  Two  years  before  he  was  moved  to 
denounce  the  English  stage,  Stephen  Gosson  had  composed 
the  comedy  of  Captain  Mario  (1579),  which  he  describes  as 
'  a  cast  of  Italian  devices '  and  which  may  be  assumed  to 
have  been  founded  on  some  Italian  novel- or  novels.  In 
a  rather  later  tract,  the  ^me  censor  of  the  stage  asserts 
that  the  doubtful  novels'  of  Latin,  French,  Italian  and 
Spanish  writers  have  been '  thoroughly  ransacked  to  furnish 
the  playhouses  in  London '.'  Already  in  this  period  of  our 
literary  history,  France  was  becoming  the  natural  purveyor 
to  the  English  literary  market  of  light  wares  produced  by 
herself  or  adapted  from  the  productions  of  her  Romance 
neighbours.  English  translators  seized  with  avidity  upon 
all  these  exotic  materials,  and  spread  them  forth  before  the 
eager  eyes  of  our  dramatists  in  search  of  themes  1 

'  Mr.  Fleay  notes  that  ■  scene  from  Promos  and  Cassandra  (Part  i,  v.  5} 
was  atjlised  by  Chapoun  in  bis  Midday. 

'  Cr  Fleay,  Engiah  Drama,  ii.  390  and  aSS.  The  subject  ai  the  latter 
play  is  from  the  Orlando  Furioao,  whence  the  episode  in  question  had  been 
shortly  before  translated  by  Peter  Beveriey  (Collier,  i.  341  nolt). 

'  Collier,  ii.  337  ctqq.  The  eattier  quotation  is  from  Uu  School  <^  Abtist, 
tbe  latter  from  Plays  mmpiltd  in  Fiv  Actions. 

*  The  first  volume  of  Paynter's  PaBaa  of  PUasnrt  (sixty  novels  from 
Boccaccio)  appeared  in  1566 ;  a  translation  of  Lta  Ctiti  NottvtlUs  NomnUa  in 
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From  the  twofold  danger  which  threatened  the  English 
drama  in  the  daya  of  its  infancy — that  it  might  seek  to 
dwell  on  the  glacial  heights  of  classical  mythology  or 
history,  or  might  dissolve  its  vigour  in  the  glowing  heat  of 
Italian  stories  of  passion  and  crime — it  was  freed,  more  than 
by  any  other  cause,  by  association,  gradually  growing  closeti 
with  the  traditions  of  our  own  national  history.  The 
direction  in  which  a  sound  instinct  had  turned  the  con- 
troversial ardour  of  Bishop  Bale  was  that  in  which  English 
tragedy  was,  not  indeed  to  find  a  sphere  sufficiently  wide 
to  absorb  its  energies,  but  to  be  imbued  by  influences  at 
once  invigorating  and  enduring.  The  Chronicle  History^ 
that  species  of  the  early  tragic  drama  which  was  based 
upon  the  historical  records  of  the  nation's  own  past,  was 
the  healthiest  developement  to  which  it  attained  within  the 
period  when  no  great  dramatist  had  as  yet  arisen,  and  was 
likewise  the  most  productive  in  animating  the  early  efforts 
of  several  among  the  great  dramatists  themselves. 

It  was,  however,  without  any  clear  sense  of  the  limits  of 
national  history  that  our  early  tragic  drama  widened  its 
range  from  subjects  of  classical  or  fore^n  origin.  The 
next  tragedy  which  in  chronological  order  has  to  be  noted, 
belongs  in  truth  rather  to  the  plays  founded  on  romantic 
l^end  than  to  those  deriving  their  themes  from  national 
historical  traditions.  It  associates  itself  directly  with 
Gorboduc  rather  than  with  the  Chronicle  Histories  of  which 
I  have  immediately  to  treat. 
i'  The  Misfortunes  of  Arthur"^,  acted  before  Queen  Elisa- 
beth at  Greenwich  in  February,  1588,  is  in  many  respects 
one  of  the  most  remarkable  of  our  early  tragedies.  Eight 
members  of  the  Society  of  Gray's  Inn  co-operated  in  its 
composition,  among  whom  Thomas  Hu^ea  was  author  of 
the  whole  body  of  the  play.  Nicholas  Trotter  furnished 
the  Introduction,  which  in  no  very  light-handed  fashion 
apologises  for  the  poetic  effort  of  l^al  hands.   The  choruses 

1557.      See    for  further  cKampIei,  Walton's  History  «f  English  Pottry, 
SectiOQ  Iz. 

□  Dodsley'i 
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of  acts  t.  and  ii.  (which  are  in  rimed  stanzaa,  while  those 
appended  to  the  remaining  acts  are,  like  the  body  of  the 
piece,  in  blank  verse'),  were  composed  by  Francis  Flower- 
William  Fulbeck  contributed  two  speeches.  Three  other 
gentlemen  of  the  Inn  devised  the  dumb-shows  introducii^ 
the  several  acts,  and  allegorisii^  them  with  elaborate 
ingenuity.  Of  these  three,  one  was  '  Maister  Francis 
Bacon,'  who  was  at  that  time  already  a  bencher  of  Gray's 
Inn,  and  had  sat  in  Parliament^.  Bacon,  as  is  proved  by 
the  various  '  devices '  to  which  he  contributed  or  which  he 
'  contrived '  or  '  encouraged ','  as  well  as  by  his  essay  On  • 
Masques  and  Triumphs,  had  considerable  insight  into  the 
principles  of  dramatic  effect,  albeit  at  the  close  of  that  essay 
he  dismisses  as  'toys'  the  kind  of  productions  which  form 
its  theme. 

The  circumstance  of  Bacon's  co-operation,  however  slight 
it  may  have  been,  in  this  piece,  would  suffice  to  attach 
a  special  value  to  it ;  but  it  claims  consideration  on  its 
own  account.  Its  subject  is  taken,  apparently  without  the 
intervention  of  any  later  literary  treatment^,  from  that 
Morte  iArOtur  which,  accordii^  to  a  well-known  state- 
ment by  K<%er  Ascham,  had,  in  his  '  forefathers'  time ' 
formed  the  staple  literary  entertainment  of  the  English 
Court  *.     The  Arthurian  legend  had  derived  a  fresh  senti- 

'  The  Chonu  to  Ad  ii.  is  well  written  ;  see  espccully  the  stanu — 
'  Who  sawe  the  griefe  engravea  in  >  erowne. 

Or  knew  the  bad  and  bane  whereto  'tis  bound, 
Would  never  sticke  to  throwe  and  (ling  it  downe, 

Nor  once  vouchsafe  to  heave  it  from  the  ground. 
Such  U  the  swecte  of  this  ■mbitious  powre, 
No  Koooer  had,  then  turnes  eftsoonea  to  sowre : 
Atcbiev'd  with  euvic,  cxercisdc  with  hale, 
Garded  with  feare,  supported  with  debate.' 

*  Parliament  had  been  dissolved  about  a  year  before  the  productimi  of 
this  play.     See  Speddiug'a  Jfonls  of  Baton,  viii.  67. 

■  For  a  list  of  these  see  Fleay,  EngHsJi  Drama,  i.  97-8-^ 

*  No  interest  of  the  kind,  of  course,  attaches  to  John  Bourchier  Lord 
Bemers'  'comedy,'  called  It*  in  vmtam,  or  Thi  ParabU  of  tin  Vhayard 
(translated  from  the  French  History  o/ArthHr),  of  which  an  edition,  sup- 
posed to  date  from  1540,  is  extant.  Lord  Bemeis  died  in  1539.  See 
Wart<Hi,  iv.  66. 

*  Tht  SthoUttuultr,  Bk.  i     Cf.  the  itrikiDB  sarcMm  in  B«ti  Jooson's  Ntw 
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mental  interest  from  the  Welsh  origin  of  the  founder  of  the 
Tudor  dynasty,  who  bore  the  dragon  on  his  flag  when  he 
started  on  his  march  from  Milford  Haven,  and  who  gave  to 
his  heir  the  name  of 'the  Briton  Prince.'  But  although  the 
Arthurian  cycle  of  legend  furnished  the  ailment  of  more 
than  one  Elisabethan  drama  *,  the  figures  of  this  misty  and 
moratory  body  of  romance  were  not  to  become  endeared 
to  English  popular  sympathies  until  after  they  had  floated 
down  the  stream  of  a  long  literary  history.  Thomas 
Hughes,  who  'reduced  into  tragical  notes'  the  story  of 
'  Uther  Pendragon's  son,'  and  of  whom  nothing  is  personally 
known  except  that,  before  he  came  to  London,  he  was  an 
undei^raduate  and  fellow  of  Queens'  College,  Cambridge*, 
was  unmistakeably  attracted  to  the  subject  of  the  play 
which  he  composed  for  the  purpose  of  the  '  devices  and 
shows'  to  be  presented  to  the  Queen  by  his  Inn,  by  its 
resemblance  to  the  themes  of  the  classical  tragedies  then  so 
constantly  in  the  hands  of  learned  students.  He  knew  his 
Seneca  by  heart,  and  the  first  act  of  his  play  has  been 
shown  to  be  '  little  more  than  a  mosaic  of  extracts  from 
Seneca,  pieced  tf^ether  with  lines  of  Hughes'  own  inven- 
tion, cast  in  the  style  of  his  model*.'  He  viewed  the  story 
of  Arthurs  fall  as  the  wreaking  of  a  curse  due  in  its  origin 
to  Arthur's  sin  ;  and  the  Ghost  of  Gorlois,  whom  in  life 
Uther  Pendragon,  Arthur's  father,  had  so  cruelly  wronged, 
opens  the  play  just  as  the  Umbra  7an/a/(  opens  the  Thyestes 
of  the  Latin  tragedian  *.  The  terrible  complication  of 
adultery  and  incest  which  avenges  itself  on  Arthur  and  his 
son  Mordred,  resembles  that  with  which  the  whole  Senecan 
cycle  is  familiar ;  and  the  merits,  as  well  as  the  limits,  of 

Inn,  i.  T.  Ben  Jonaon,  by  the  wajr,  himself  cETectiTdy  uies  the  Arthurian 
legend  in  xSw,  Spfdua  at  Prhiei  Hmr^s  Barritrs. 

'  See  mTt   especially  below  lA  to   J7u  Birth  of  Mirtin,  attributed  to 
Slukspere  and  V  rlliim  Rowley. 

*  See  tlic  brit,-]  nodce  by  Mr.  A.  H.  Bullen  in  Tht  Dklionary  r^Natimal 
Biagrmfhy.  vol.  xxviu.  p.  188. 

'  Cnnlitl'..  u.  s.,  5a-4  ;  cC  the  atriking  comparison   of  passages  in  Dr. 
Cunliffe's  Appendix  11,  pp.  130-155. 

*  The  Ombra  JiS^iia  in  Cmthio's  Orttedit  |,Klein.  v.  306)  hu  the  same 
origin,  but  no  similar  moral  claim  to  assume  the  position. 
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the  dramatic  treatment  are  those  of  the  writer's  model. 
It  is  possible  that  as  a  classical  scholar  Hughes  was 
acquainted  with  the  Agamemnon  of  Aeschylus  as  well  as 
with  that  of  Seneca ;  but  there  is  probably  no  necessity  for 
the  assumption.  In  general,  the  methods  of  the  Senecan 
tragedy — including  the  use  of  messenger  and  chorus — are 
here  carefully  observed  as  in  Gorboduc.  In  style  the  later 
is  at  least  equal  to  the  earlier  play ;  the  stUkontytkia  is 
managed  with  considerable  force  and  effect ;  and  there  is 
no  lack  of  vigour  in  some  of  the  speeches.  Thus  e.g.  the 
address  of  Arthur  to  his  soldiers  (act  iii.  sc.  3),  in  which  he 
bids  defiance  to  hia  rebel  son — 

'  Nay,  let  that  Priococke  come, 
That  knowea  not  yet  himselfe,  nor  Arthur's  force ; 
That  n'er  yet  waged  warres ;  that 's  yet  to  leame 
To  give  the  charge  :  yea,  ]et  that  Princocke  come. 
With  sodaine  souldiers  pamper'd  up  in  peace, 
And  gowned  troupes  and  wantons  worae  with  ease ; 
With  sluggish  Saxon  crewe,  and  Irish  kernes 
And  Scottish  aide,  and  false  redshankM  Picts ' — 

is  extremely  spirited,  and  contrasts  powerfully  with  the 
subdued  melancholy  of  the  King's  previous  speeches.  The 
last  stanza  of  the  chonis  to  act  iii.  ('  O  base  yet  happy 
booresl'  &c.}  will  recall  a  familiar  Shaksperian  pass^e; 
and  the  mysterious  disappearance  of  Arthur  in  death  ends 
the  action  with  peculiar  effectiveness : — 

'  This  onely  now  I  crave  {0  fortune,  erst 
My  faithful!  friend)  let  it  be  soone  forgot. 
Nor  long  in  minde,  nor  mouth,  where  Arthur  fell : 
Yea,  though  I  conqueror  die,  and  tiill  of  fame, 
Yet  let  my  deaA  and  parture  rest  obscure. 
No  grave  I  neede  (O  fates)  nor  buiiall  rights 
Nor  stately  hearce,  nor  tombe  with  haughty  toppe; 
But  let  my  carcasse  lurke;   yea,  let  my  death 
Be  ay  unknowen,  so  that  ia  every  coast 
I  still  be  (eard,  and  kmkt  for  every  hourel 

\Exemtt: 

But  Arthurian  legend  is  not,  and  never  has  been,  to  the 
English  national  mind  what  the  myths  which  supplied 
the  subjects  of  Attic  tragedy  were  to  the  Greek.     British 
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mythology  tn  general  had  no  relation  to  the  historic 
consciousness  of  our  people ;  and  the  Arthurian  cycle  in 
particular  had  only  come  back  to  our  shores  after  being 
impr^nated  with  the  romantic  elements  of  a  foreign  literary 
atmosphere.  Thus  the  meritorious,  and  within  its  limits 
successful,  attempt  of  Ht^hes  was  beset  by  the  radical 
weakness  of  an  artificial  origin,  and  belongs  to  a  passing 
early  phase  in  the  history  of  English  tragedy,  instead  of 
having  caught  a  breath  of  the  genuine  national  life  with 
which  our  tragic  drama  was  already  associating  itself. 
Ckromde  The  datcs  of  our  earliest  tragedies  on  subjects  from 
""^^  national  history,  properly  so  called,  are  more  or  less  un- 
certain. This  uncertainty  is  largely  owing  to  the  fact 
that  the  dates  in  question  practically  fall  within  a  period 
of  dramatic  authorship,  including  several  of  Shakspere's 
earlier  contemporaries,  and  possibly  Sfaakspere  himself. 
Mr.  Fleay*  comprehensively  avers  this  kind  of  drama  to 
have '  arisen  with  the  Armada,  and  died  with  Elisabeth.' 
Obviously,  however,  the  chief  interest  attaching  to  it  as 
a  literary  species  contributing  to  the  genesis  of  our  regular 
tragic  drama  connects  itself  with  those  earlier  productions 
which  asserted  their  right  to  be  regarded,  in  the  words  of 
the  same  literary  historian,  as  '  a  variant  of  tragedy,'  usually 
marking  its  claim  to  a  distinctive  historical  character  by  the 
assumption  of  the  title  of 'True  Tragedy.'  Among  these 
plays  the  prerogative  of  seniority  is,  so  far  as  we  know,  due 
Th*  to  The  Famous  Victories  of  Henry  V^.    This  drama  cannot 

W*SX      have  been  produced  later  than  1588,  the  year  of  the  death 
o/HmryV  of  Richard  Tarleton,  who   performed  in  it   the   part   of 
fyn  1588).    ^Cf"ck  the  clown,  very  probably  as  composed  by  himself^. 
This  play,  written  partly  in  prose,  partly  in  blank  verse, 
frequently  of  a  rude  description  *,  is  neither  divided  into 

'  History  o/llu  Slagt,  75. 

*  Printed  id  the  Six  OiJ  Plays  (v.  oxb)  and  in  the  PubtieaHota  o/tht  Iftw 
ShaJaptrw  Sotitfy. 

*  Cf.  Flciy,  English  Dratna,  ii.  059. 

'  E.g.  King  Hcnrj's  not  veiy  perspicuous  computation  of  the  French 
and  English  forces  before  the  battle  of  Agincourt: — 
'They  threescore  thousand.  And  we  twelve  thousand. 

And  we  but  two  thousand.  They  are  a  hundred  thousand, 

Tbiey  threescore  thonsand  footmen.    And  we  forty  thousand,  ten  to  one.' 
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acts  and  scenes,  nor  otherwise  constructed  with  any  per- 
ceptible measure  of  dramatic  skill.  But  its  general  vigour 
and  freshness  are  considerable ;  and  in  many  of  its  situa-  • 
tions  and  characters  we  recognise  the  familiar  scenes  and 
favourite  figures  of  Shakspere's  Henry  I V  and  Henry  V. 
For  the  action  opens  with  the  end  of  the  re^n  of  the 
founder  of  the  dynasty,  and  introduces  not  only  the  wild 
doings  of  Prince  Hal  and  his  merry  companions,  among 
whom  Sir  John  Oldcastle  puts  in  a  passing  appearance,  but 
also  the  Prince's  interview  with  his  dying  father,  and  his 
premature  seizure  of  the  crown.  Hereupon  follow,  in  a  rapid 
succession  of  scenes,  the  victorious  campaign  of  the  young 
King  up  to  Agincourt,  and  his  marriage  with  the  Princess 
Katherine — the  scene  between  whom  and  Henry  contains 
many  of  the  best  points  of  that  in  Shakspere,  without 
being  disfigured  by  the  unpardonable  element  of  grossness 
afterwards  added  for  the  benefit  of  the  groundlings. 

Another  of  these  Chronicle  Histories  is  Tk£  Troublesome  Tin 
Raigne  of  Kiffg-  John,  in  two  parts '.     Like  the  Famous  ^^^ 
Victories,  it  is  partly  in  prose,  partly  in  verse — the  latter  Raigtuof 
being  frequently  rimed.     It  is  not  divided  into  acts,  and  i^,i^\ 
the    scenes   follow   one   another  without   any  attempt   at 
dramatic  construction.     Nor  is  there,  except  peiliaps  in 
the  case  of  the  Bastard  FauIconbrJdge,  any  endeavour  to 
develope  character  out  of  the   situations.     The  facts,  or 
supposed  facts,  of  history  are  allowed  to  speak  for  them- 
selves ;  and  it  is  most  instructive  to  compare  this  faithful 
reproduction  on  the  stage  of  an  epically  consecutive  nar- 
rative with  Bale's  didactic  effort   on   the  one  hand,  and 
Shakspere's  compact  drama  on  the  other.     It  is,  perhaps, 
in  such  a  play  as  the  Troublesome  Raigne  that  we  may 
find  the  best  example  of  the  Chronicle  History  pure  and 
simple.     Its  author,  at  one  time  carelessly  thought  to  be 
Shakspere  himself^,  is  at  the  same  time  fully  alive  to  the 
political   lessons — such  as  he   conceives   them   to    be — of 
bis  subject,  so  far  as   it   relates  to    the  stni^le  with 

*  Piiuted  in  the  Six  Otd  Plays  {t.  «hA). 

*  In  deference  to  Fope'i  '  huty  and  iucanudente  opinion.'    See  HiJodc'b 
SkaJt^.,  vol.  xviii.  p.  593. 
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Rome  ^  But  his  facts  are  upon  the  whole  drily  given ; 
only  here  and  there  a  fine  passage,  and  more  frequently 
■  a  Latin  phrase*,  varies  the  progress  of  the  dialogue.  The 
incidents  are  the  same  as  in  Shakspere ;  but  the  old 
play  introduces,  with  a  lat^  admixture  of  comic  ribaldry, 
an  incident  omitted  by  Shakspere,  viz.  the  plunder  of 
a  Franciscan  abbey  by  Faulconbridge. 

Of  an  early  Life  and  Death  of  Harry  /(acted  in  1597) 
we  know  nothing  but  the  title'. 

Quite    manifestly,   when   the  vein  of  these    Chronicle 

Histories  had    once    been    opened,   it    was  speedily  and 

energetically  worked  by  eager  and  competing  playwrights. 

But  it  would  be  futile  to  attempt  in  the  present  connexion 

to  discuss  the  dates  of  the  earliest  dramatic  versions  of 

the  fall  of  Richard  III  and  the   Contention  between   the 

houses  of  York  and  Lancaster. 

Thi  Tryt         The  question  of  authorship  is  less  entangled  with  regard 

History  cf    ^°  ^**  ^'""^  Chronicle  History  of  King  Leir  and  his  Three 

^'"^J^''    Datfghters,  Gonorill,  Ri^an,  and  Cordelia  *,  acted  in  1593 

1553V         (but  apparently  not  as  a  new  play),  which  in  its  form  is 

of  the  same  kind  as  the  Chronicle  Histories  founded  on 

English  history  already  mentioned.      Its  resemblance  to 

Shakspere's  tragedy  is  not  more  striking  than  its  difference 

'  '  Tell  thy  maEter  so  from  me,' saya  the  King  to  Cardinal  Puidulpli,  in 
Part  I.  '  and  say,  Johti  of  EHgland  said  it,  that  never  an  Italian  priest  of 
them  all,  shal  either  have  tythc,  tolc.  or  poling  peny  out  of  England ;  but 
as  1  am  king,  so  will  I  raigne  next  under  God,  supreame  head  both  over 
spiritual  and  temporal! ;  and  he  that  contradicts  me  in  this,  lie  make  him 
hop  headlesse,'    And  again,  Part  II : — 

'  If  my  dying  heart  deceive  me  not, 
From  out  these  loynes  shall  spring  a  lungly  braunch 
Whose  arma  shall  rtscb  unto  the  gates  of  Rottu, 
And  with  hisifeete  treade  downe  the  strumpet's  pride 
That  sits  upon  the  chaire  of  BabyloH.' 
'  E.g.    'Eastx.        PMilip  speake  I  say,  who  was  thy  father? 

JohK.        Young  man  bow  now,  what  art  tbou  in  a  trance? 
EUanor.    Philip  awake,  the  man  is  in  a  dreame. 
PhSip.      Philippus  atavis  atdUi  Rigibtia.     [sir.] 

What  saist  thou  Philip,  sprung  of  anndent  kings? 
Qho  nn  tapit  ttmptstas! 

What  winde  of  honour  blowes  this  furie  forth!'  &c, 
'  Fleay,  Eiigliik  Drama,  ij,  306^ 
*  Printed  in  th«  .^  Old  Plays,  ftc,  vol.  ii. 
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from  that  masterpiece  of  tragedy — the  dramatic  form 
working  by  pity  and  terror.  For  not  only  is  the  powerful 
bye-plot  of  Gloucester  and  his  sons  absent  from  the 
Chronicle  History,  but  the  latter  is  far  from  developing 
the  dramatic  capabilities  of  the  subject  common  to  both 
these  plays,  after  a  fashion  corresponding  to  that  of 
Shakspere's  tragedy.  Mr.  Fleay  thinks  himself  able  to 
distinguish  between  two  divisions,  of  which,  on  evidence 
to  my  mind  insufficient,  he  assigns  the  latter  part  to  Lodge, 
while  the  earlier  he  guesses  to  have  been  written  by  Kyd. 
Whether  the  work  of  one  or  more  authors,  the  play  has 
the  defects  of  an  earlier  phase  of  workmanship  than  that 
of  Shakspere  and  his  contemporaries.  The  influence  of 
Lear's  heartrending  experiences  upon  his  own  mind  and 
its  powers  is  left  aside,  and  even  the  ingratitude  of  Goneril 
and  Regan  is  exhibited  with  comparatively  slight  skill  and 
effect.  On  the  other  hand,  the  uninteresting  episode  of  the 
wooing  of  '  Cordelia'  by  the  king  of  France,  who  with  his 
comic  companion  Lord  '  Mumford '  meets  her  in  disguise,  is 
long  drawn  out.  Yet  with  all  its  shortcomings,  the  play 
seems  but  to  await  the  touch  of  a  powerful  hand  to  be 
converted  into  a  tragedy  of  supreme  effectiveness '.  Even 
of  the  attractive  minor  character  of  Shakspere's  Kent,  the 
germ  is  here  perceptible  in  the  character  of  Perillus. 

The  birth  of  Comedy,  as  has  already  been  hinted',  in  Comtdy. 
the  history  of  the  English  drama  slightly  precedes  that  of 
Tragedy.  As  a  matter  of  fact,  the  transition  from  the 
Moralities  was  in  the  former  case  a  matter  perfectly  easy  of 
accomplishment.  Concrete  figures,  lai^ely  comic  in  effect, 
if  not  in  design,  had,  as  -we  have  seen,  been  introduced 
with  increasii^  freedom  among  the  dramatis  personae  of  the 
Moralities,  and  admitted  to  an  organic  share  in  the  conduct 
of  their  action.  The  Vice  and  his  various  aliases,  in  par- 
ticular, were  hail-fellows  well-met  with  any  Dick  or  Tom  in 
the  audience.  The  difficulty — if  indeed  any  such  existed — 
attending  the  first  and  essential  step  in  the  transition  was 
a  negative  rather  than  a  positive  one.     It  was  not  to  be  found 

>  See  betow  u  to  King  Liar.  ■  AHb,  p.  168. 
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in  any  obstacle  against  the  introduction  of  figures  from  real 
life,  such  as  might  present  themselves  as  palpable  human 
examples  of  particular  virtues  and  vices,  or  of  particular 
virtuous  and  vicious  tendencies.  What  seemed  to  require 
the  slow  hand  of  time  to  accomplish,  was  rather  the  work 
of  making  a  riddance,  before  the  new  dramatic  chapter 
could  be  b^un,  of  the  antiquated  machinery  which  had  so 
long  satisfied  the  public.  Mediaeval  taste  had  adhered 
with  extraordinary  persistency — and  by  no  means  in  the 
sphere  of  dramatic  compositions  only — to  its  fondness  for 
personified  abstractions.  And  our  wonder  at  the  length  of 
time  that  was  required  in  England  for  the  accomplishment 
of  the  simple  process  in  question  is  heightened,  when  we 
notice  the  early  dates,  speaking  relatively,  at  which  the 
thought  of  effecting  this  change  had  been  carried  out  by 
other  Western  peoples.  Something  has  already  been  said, 
not  only  of  the  tUbats  and  disputations  of  the  French 
irouvh'es^,  but  also  of  the  early  softies  and  farces,  which, 
together  with  the  moralities  proper,  in  the  fourteenth  and 
fifteenth  centuries  competed  with  the  French  religious 
drama '.  The  satties  consisted  of  short  comic  scenes  repre- 
senting contemporary  popular  life,  but  interspersed  with 
all<^rical  figures.  Before  long,  however,  the  admixture  of 
such  abstractions  among  figures  of  living  men  and  women 
was  abandoned,  both  in  the  sotties  and  in  the  cerate 
growth  of  the  farces.  Nothing  could  be  simpler  than  the 
scheme  of  many  of  these  entertainments,  in  which  husband 
and  wife,  husband  and  wife  and  mother-in-law,  husband  and 
wife  and  lover,  make  up  the  dramatis  personam ;  but  in 
others  we  already  feel  ourselves  within  the  range  of  comedy 
proper  *.  In  Italy,  the  early  efforts  in  the  same  direction 
were  of  a  similar  description,  but  of  course  were  more 
directly  stimulated  by  precedents  or  reminiscences  of 
classical  antiquity.      The  Italian  term  farsa  was   indeed 

'  '^"''.  p-  as 

'  Anl*.  pp.  107-a.  The  farct3  were  properly  acted  by  the  Biaocht,  who 
also  performed  the  moralities,  and  the  Mtties  by  the  atfata  sans  loud,  but 
they  mutually  conceded  to  one  another  the  privilege  of  poaching  on  one 
another's  manor. 

'  CC  above,  p.  toS,  a*  to  Mmltn  PathtUH,  acted  in  1480  by  the  Batockt. 
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applied  indiscriminately  to  a  variety  of  entertainments, 
including  religious,  as  well  as  profane  and  comic  plays ;  and 
in  the  hands  of  the  famous  Neapolitan  poet,  Giacopo 
Sannazaro  (who  flourished  at  the  close  of  the  fifteenth 
century),  the  coMrt-farsa  gained  a  new  literary,  as  well  as 
social,  significance  ^  But  it  was  the  comic  plays  which 
attained  to  a  peculiarly  vigorous  popular  growth,  accounted 
for  by  their  derivation  from  the  atellanae  and  mimi  of 
ancient  Italy.  Various  names  were  given  to  the  earlier 
eflTorts  in  this  directioa.  The  contrasti,  of  which  many 
titles  are  preserved  from  the  close  of  the  fifteenth  and  from 
the  sixteenth  century',  were  disputations  or  contentions, 
inevitably  containing  a  considerable  comic  element,  between 
abstract  or  allegorical  figures*.  The  frottela  (literally 
a  comic  ditty)  marks  a  step  in  advance.  Here  types  take 
the  place  of  abstractions,  and  more  characters  than  two  are 
introduced  ;  we  are,  however,  still  among  dramatised  dia- 
logues rather  than  in  view  of  dramatic  action.  The  Roman 
carri  (comic  disputations  held  on  waggons  during  the 
Carnival)  must  have  been  of  a  similar  class.  Italian 
attempts,  probably  belonging  to  the  fifteenth  century,  which 
already  call  themselves  commedu,  were  doubtless  still  little 
or   nothing  more  than  lively  dialc^ues*.      But  all  these 

'  Accordiog  to  Collier,  i.  71,  noli,  it  was  not  unusual  for  the  great  Udin 
of  the  French  court,  about  the  earlier  part  of  the  sixteenth  century,  to 
•ppear  ir  what  were  tenned  'farcta'  and  the  word  is  used  by  Sir  WiUiom 
Paget,  when  giving  an  account  of  such  an  entertainment  at  the  court  of 
France  to  Henry  VIIl  in  154a.  Farsa  and  fatxt  are  from  the  non-classical 
iMia  fanita.  which  has  much  the  same  meaning  as  aattira. 

*  The  term  '  contentions '  remains  in  use  in  English  drsmalic  literature  as 
late  as  1603,  when  Sir  John  Daviea'  CotilattioK  briwixta  Wift,  a  IVidow,  and 
a  Maid  was  presented  before  Queen  Elisabeth  at  Sir  Robert  Cecil's  house  in 
the  Strand.  It  was  oflerwards  printed  iti  Davison's  PottUed  Rhapsody 
(and  Ed.,  1608).     See  Dictionary  0/ Naliatial  Biogmpky,  liv.  941, 

*  The  following  titles  will  sufficiently  illustrate  the  nature  of  the  rowAiuft' . ■ 
H  contraslo  di  camttriaU  it  la  piamima  (Carnival  and  Fasting);  U  t.  d»gli 
uomim  f  dtlldoMHil.nieaaad  women)  :  U cdelvivo  tt  dtltnorto;  e.dtlDfmm 
t  dtIC  Uomo  (money  and  maii'i ;  totiUnmoitt  dtUa  Pootrii  attdra  la  Riilmaa  ; 
dmHtraslo  dt  T  Aqua  0  dil  Vino ;  and  of  tbe/fntt>/<.-  la  amlmminu  di  Monm 
Gostanaa  '  Dame  C.)  tl  di  Biagio  ;  frottaia  d  nn  padrt  chi  katmia  dMafi^tuak 
(one  good  and  one  badi ;  /  da  dua  vtaJii/aHori  di  monadi*.  CI.  Klein,  iv. 
033-6.    Aa  to  the  cam',  see  it.  939. 

*  So  the  Cammr£a  di  dut  CoHladmi  (peasants)  and  the  C.  d'lin  Villano  t 
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elements  beii^  in  existence,  it  needed  only  the  impulse 
of  example,  which  was  here  supplied  by  the  Renascence  at 
a  much  earlier  date  than  elsewhere,  to  call  forth  fruits  from 
the  expectant  soil.  The  schools,  as  a  matter  of  course, 
here  came  to  the  aid  of  life,  as  having  never  altogether 
ceased  forming,  or  claiming  to  form,  part  of  it.  In  the 
fourteenth  and  fifteenth  centuries,  Latin  comedies  were  com- 
posed by  Italian  writers ;  but  of  these  little  remain  beyond 
the  names,  among  them  that  of  Petrarch's  Pkilclogia.  In 
the  latter  part  of  the  fifteenth  century,  however,  comedies 
by  the  two  representative  authors  of  Roman  palliatae  were 
performed  in  Italian  translations  as  well  as  in  the  Latin 
'  originals.'  Pomponio  Leto,  who  has  been  credited  with 
the  revival  of  the  stage  at  Rome,  produced  comedies  of 
Plautus  and  Terence  as  entertainments  in  the  courtyards 
of  the  palaces  of  great  prelates  of  the  Church,  and  Dukes 
Hercules  I  and  II  of  Ferrara  caused  Italian  translations 
from  the  same  writers  to  be  performed  at  their  court '. 

The  designation  of  the  first  original  comedy  is  probably 
due  to  Bojardo's  Timone,  produced  before  the  year  1494 
(Nardi's  Amicusia  was  not  written  till  that  year),  in  which 
Bojardo  died  ;  the  date  of  the  celebrated  Calandria  by 
Bernardo  Divizio  (afterwards  Cardinal  de  Bibbiena)  is  more 
or  less  uncertain,  although  we  may  grant  the  author's  boast 
that,  notwithstanding  his  debt  to  the  Mentuchmi,  his  play  is 
not  from  Plautus*.  This  Italian  Timone  is  founded  on  the 
dialc^e  of  Lucian,  who  accordii^ly  speaks  the  prologue, 
while  Boethius,  a  national  figure,  as  he  may  almost  be 
called,  of  Italian  literature  and  its  out^owths,  similarly 
moralises  the  last  act ;  and  the  play  as  a  whole,  with  its 
conjunction  of  all^orical  and  mythological  figures  (Wealth, 
Poverty,  Wisdom,  Mercury,  and  Jove),  is  still  of  its  kind 


a  standing  apeeiei  of  dialogues.  The  Roman  Cam' were  aametiines  cstled 
Giudati,  because  they  ayateiiiBtically  victimised  the  Jews.    lb.  939. 

'  /  Mtntnm,  14B6  ;  Anfitriont,  1487.  He  also  Caused  the  Catwa  and  the 
Mosltilaria  to  be  translated  into  Italian  tma  riina.  Pompanio  Leto  brought 
out  the  Atiitaria  and  other  Roman  comedies,  apparently  in  Latin,  about  the 
same  time.     Klein,  iv.  048-351. 

*  It  wa*  represented  in  150B. 
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transitional.  Within  a  generation,  however,  the  first  great 
writer  of  modem  comedy  was  busily  at  work ;  and  with  the 
plays  of  Ariosto,  composed  in  the  first  quarter  of  the  six- 
teenth century,  Italian  comedy  had  established  itself  as  an 
independent  literary  growth.  Although  two  of  Ariosto's 
plays  are  adapted  from  the  Latin  comic  poets  who  had 
served  the  same  purpose  for  his  predecessors,  yet  even  in 
these  a  native  ease  and  grace  of  form  apprise  us  that  we 
are  concerned  with  products  of  a  modem  literature  of 
independent  growth.  < 

The  influence  exercised  by  Italian  comedy  upon  the  pro- 
gress of  the  younger  English  sister  will  be  best  illustrated 
by  particular  examples  in  the  course  of  the  following  pages. 
Perhaps,  however,  the  general  remark  may  be  worth  making 
at  once,  that  although  Arioato,  and  also  Aretino  (who  with 
Machiavelli  is  his  chief  rival  among  early  Italian  comic 
dramatists),  wrote  plays  in  which  much  attention  was  devoted 
to  characterisation,  it  was  the  comedy  of  intrigue  or  adventure, 
where  character  and  manners  are  incidentally  delineated 
rather  than  made  the  principal  subject  of  treatment,  which 
found  particular  favour  in  Italy  in  the  age  of  the  later  Renas- 
cence. To  these  examples  the  luxuriant  growth  of  our 
own  romantic  comedy  was  to  be  very  specially  indebted. 
At  the  same  time,  however,  the  peculiarly  Italian  species  of  Tht  Com- 
the  so-called  commedia  dell'  arte  renewed  a  vitality,  trace-  ^J^,^, 
able  no  doubt  in  its  origin  to  Oscan  traditions  imported 
from  Campania  to  Rome '.  The  figures  of  this  popular 
form  of  comedy,  which  derived  its  name  from  the  secondary, 
though  significant  fact  that  it  was  as  a  rule  performed  by 
professional  actors,  trained  members  of  a  craft  or  guild, 
underwent  various  modifications.  But,  down  to  their  last 
tremulous  epigoni,  who  still  prolong  the  dubious  days  of  Eng- 
lish pantomime,  Arlecckino  and  his  confederates  reveal  their 
descent  from  Maccus  and  his  inseparable  companions.    The 

'  The  uUOanai  have  already  been  referred  to  ■bove.  As  to  their  Origin  see 
Teuffel,  GtsMchU  <Ur  rSmischm  Liitralur,  {  9,  Very  postibly  the  chief  char- 
acter of  the  tommidia  Mf  atir,  uid  even  tbeir  tnditianal  coatumcs,  were 
more  or  less  trscesble  to  &  primitive  lource.  The  revival  of  this  species,  in 
ita  modem  frame,  aad  under  its  modem  name,  has  been  ascribed  to  Francesco 
(called  Tereniiaoo)  Cherea,  th«  &vourite  pl^er  of  P^>e  Leo  X. 
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scenes  of  the  commedia  delV  arte  were  merely  the  successive 
parts  or  articles  of  a  scheme  drawn  up  beforehand,  in  which 
the  dialogue  was  filled  up  by  improvisation  (hence  commedia 
all'  improviso).  This  feature  marked  out  the  species  in 
question  as  peculiar  to  the  country  of  its  birth  ;  although 
attempts  were  made  in  England  and  elsewhere  to  imitate 
the  '  sharpness  of  wit '  which  enabled  the  Italian  actors  to 
invent  their  own  dialogue,  to  all  intents  and  purposes,  as 
they  went  along  ^  Less  distinctive  in  kind  was  the  device 
of  connecting  the  scenes  of  these  plays  by  means  of  the 
lazsi  (ligatures  or  links)  furnished  by  the  facile  tongue  or 
limbs  of  ArUcckino.  He  was  as  a  matter  of  course  trans- 
ferred into  the  stereotyped  elaboration  of  the  same  species 
of  composition,  which  was  distinguished  by  its  action  being 
carried  on  by  certain  typical  figures  in  masks— standing 
varieties  associated  in  the  matter  of  speech  with  particular 
local  dialects.  The  invention  of  this  new  developement  is 
ascribed  to  Ai^elo  Beolco  of  Padua,  who  called  himself 
Ruzante  (joker),  and  who  was  born  in  \^gi-  The  figures  of 
his  pieces  represented  local  types  (Panialong  the  Venetian 
merchant,  the  Dottore  from  Bologna,  &c.).  He,  and  others 
who  followed  his  example,  wrote  down  the  text  of  their 
plays*.  The  occasional  influence  upon  the  English  comic 
drama  of  the  commedia  dell'  arte,  which  at  home  in  Italy 
popular  sentiment  has  cherished  by  the  side  of  a  long  series 
of  more  purely  literary  growths,  will  be  incidentally  illus- 
trated as  we  proceed  *, 

'  See  Collier's  chapter  on  Exttmporal  Plays  tmd  Plots,  iji.  197  stqu.  Tbe 
\xtm  plait  iplatfonn)  was  used  of  outlines  or  schemes  of  perfonnaDCes,  in 
which  at  least  the  greater  part  of  the  dialogue  must  have  been  extempo- 
raneous;  and  Collier  cites  at  length  the^ff  of  the  Sttond  Part  of  iht  Stvm 
DtadlU Sins,  found  at  Dulwich. — Italian  txitmpon a.tAoT3  are  repeatedly  men- 
tioned by  English  writers,  and  Collier  thinks  it  possible  that  perfurmances 
of  this  kind  were  given  by  an  Italian  actor  Drousiano,  whose  company 
visited  London  in  157B. — In  Germany,  improvised  comedy  endured  long 
after  tragedy  had  attained  a  regular  character,  and  many  actors  of 
Schroeder's  company,  perhaps  Scbroeder  himself,  had  performed  txtempon. 
See  Uhde,  DmbwHrdigkattn  urn  F.  L.  SdimUH  (1875),  !.  la.  As  to  the 
mmmtdia  dsIT  atU,  see  an  interesting  essay  by  J.  A.  Sjmonds  in  his  Trans- 
UltioD  of  the  MttKoirs  0/ Count  Carlo  Go»*i  (1889). 

*  Elein,  iv.  904  atqq. 

'  For  the  hUtoiy  of  the  important  conneziun  between  this  spedes  and 
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Lastly,  it  may  be  noted  that  the  pastoral  drama,  which  Tht  Haliau 
was,  at  first,  nothing  but  the  bucolic  idyll  in  a  dramatic  ^''™' 
form,  and  which  freely  lent  itself  to  the  admission  of 
both  mythological  and  allegorical  elements,  flourished  in 
Italy  from  as  early  a  date  as  the  close  of  the  fifteenth 
century.  Its  origin  was  purely  literary,  and  marks  it  as 
one  of  the  most  characteristic  products  of  the  Renascence. 
The  renowned  scholar  Agnolo  Poliziano's  Or/eo  (1473} 
begins  a  series,  of  which  Tasso's  v4 «»'»/«  (i573)  and  Gua- 
nni'5  Pastor  Ft/io  (1583,  first  printed  1590)  may  be  held  to 
represent  the  most  exquisite  flower '.  The  artificial  charac- 
ter of  this  delicate  combination  commended  it  for  imitation 
to  the  fancy  and  wit  of  our  Elisabethan  poets,  who  rect^- 
nised  in  it  an  incomparable  vehicle  for  the  display  of 
learning  and  imagination,  suiting  itself  with  equal  facility  to 
the  intention  of  allegorical  compliment  and  to  that  of  satire  ; 
and  in  both  directions  its  influence  will  be  perceptible  at 
almost  every  stage  in  the  progress  of  our  sixteenth  and  seven- 
teenth century  drama,  more  especially  in  its  comic  branches. 

The  beginnings  of  the  Spanish  comic  drama  in  the  main  B^tuimgs 
followed  a  course  analogous  to  those  of  the  Italian.  The  ^S^^ 
first  eniremeses  (interludes),  to  be  sure,  connect  themselves 
directly  with  the  mysteries  and  moralities  in  which,  from  an 
early  date,  it  had  been  usual  to  insert  them ;  but  in  the 
celebrated  CottpUts  of  Mingo  Revulgo  (147a)  we  have 
a  dial<^pie  in  character  after  the  fashion  of  the  Italian 
contrasti.  The  personages  of  the  dialogue  are  Mingo 
Rewigo  (Domingo  Vulgus),  who  represents  the  'common 
folk,  and  GU  Arribato,  who  belongs  to  the  'classes'*. 
A  Dialogue  between  Love  and  an  Old  Man,  dating  from  the 
same  period,  is  a  composition  of  the  same  kind.     Of  both 

French  comedy,  ace  L.  HoUnd,  Moliirt  tt  la  ComiHt  lUtHtHng  (a>*  tA.), 
P»ria,  1867, 

'  For  B  cliBracterisation  of  the  Otfio,  lee  J.  Hlhly,  Atigtlus  PoUtientia 
(1664),  pp.  108-143.  The  Orfto,  which  the  Italians  are  said  to  regvd  M  the 
beginnJDg  of  their  opera,  was  despiied  by  its  author,  who  wished  it  to  be 
treated  as  weakling  cbildren  were  dealt  with  by  their  Spartan  parents.  To 
the  Paslor  Fido  I  shall  have  repeated  occasion  of  returning. 

'  A  play  called  UyHgo  is  mentioned  amung  other  plays  of  which  the 
names  are  otherwise  unknown,  performed  at  Biialol  in  157B.    (Collier,  1. 
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these  species  the  authorship  has  been  attributed  to  Rodrigo 
Cota  the  elder,  who  is  also  held  to  have  begun,  about  the 
year  1480,  a  famous  dramatic  composition  finished,  not 
later  than  1499,  by  Fernando  de  Rojas,  This  was  Calisto 
and  Meliboea,  a  dramatic  novel  of  intrigue  and  character, 
which,  under  the  name  of  Celestina,  afterwards  achieved 
a  success  extending  far  beyond  the  borders  of  Spain '. 
Before  its  adaptation  for  the  stage  by  Romero  de  Zepeda 
(1582)  it  cannot,  with  its  twenty-one  acts,  be  regarded  as 
having  been  intended  for  representation.  The  earliest 
dramatic  compositions  known  to  have  been  performed  in 
Spain  by  actors,  who  were  neither  priests  nor  cavaliers,  were 
the  Represeniaciones  of  Juan  de  la  Enzina  (born  1468-9), 
which,  under  the  title  oi  Eclogues,  were  dramatic  dialc^ues, 
partly  of  a  religious,  partly  of  a  pastoral,  character.  Both 
in  Spain  and  in  Portugal  these  entertainments  developed 
slowly  in  the  direction  of  the  regular  drama,  under  the 
influence  of  Italian,  and  occasionally  of  ancient  classical, 
examples;  but  a  national  drama  had  not  formed  itself  in 
Spain,  before  it  was  already  rising  into  life  in  England. 
The  early  Spanish  theatre  is  chiefly  remarkable  for  its 
mixture  of  styles,  and  the  first  great  Spanish  dramatists, 
Cervantes  and  Lope  de  Vega,  are  very  unfixed  in  form  *. 

In  Germany,  on  the  other  hand,  although  the  first 
growths  of  the  comic  drama  were  by  no  means  belated,  the 
process  was  a  far  simpler  one.  Here,  no  doubt,  under  the 
influence  of  the  dialogue  -  literature,  to  the  remarkable 
growth  of  which  in  the  Reformation  age  reference  will 
immediately  be  made,  it  was  the  religious  drama  proper 
that  suggested  the  comic  exuberance  of  the  FastnacktsspUU 
(Shrove-Tuesday  plays),  dating  in  their  earliest  known  speci- 

'  It  wu  frequently  tnuisUted,  ftnd,  ia  163a,  wu  published  in  ■□  Englisfa 
veraioD  by  '  Don  Diego  Puedcser '  Qamea  Mabbe)  under  a  vernacular  first 
title.  Sec  Tkt  Ciltiiina,  fc,  injatma  Jllabb^s  vtrsioH  ;  with  Introduction  by 
J.  Fitimaurice  Kelly  {Tudor  TranslaHotu  Sirits).  Tor  a  translation  of  acts 
xii  and  IX  of  the  CWuA'na  (with  (he  catastrophe  of  the  Udder),  Ke  M.  A, 
Tie's  £liu/ts  tut  Ctuuitn  Tiiedln  Esfagnol  (iBq^i),  pp.  ^IT  Siqq. 

'  Cf.  Ticlcnor'e  Hialoty  of  Spanish  Lilrrahin,  Period  I,  chaps.  liii  and  xiv, 
and  Period  II,  chaps,  vii  and  viii.  For  a  aketch  of  the  Spanish  theatre 
before  Cervantes,  and  of  the  changes  introduced  into  it  by  him,  seethe  essay 
on  Cervantes  in  Hririm^'a  Portrait  Ualoriftut  tt  Uttirains  {a/**  id.,  1874). 
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mens  from  the  middle  of  the  fifteenth  century '.  At  first  these 
entertainments  appear  to  have  been  little  more  than  comic 
dialogues,  diversified  only  by  the  occasional  use  of  imported 
elements ;  and  it  was  natural  that  a  strong  impulse  should 
be  given  towards  this  kind  of  production  by  the  dialogues 
which  form  one  of  the  most  characteristic  features  of  the 
earlier  years  of  the  sixteenth  century  in  German  literature. 
The  masters  of  this  form  of  composition  were  two  of  the 
chief  leaders  in  the  German  Renascence  movement,  and 
of  the  most  potent  factors  in  the  cognate  movement  of 
the  Reformation,  towards  which  their  idiosyncrasies  ulti- 
mately induced  them  to  assume  attitudes  directly  antago- 
nistic to  one  another.  In  the  dialogues  of  Erasmus  and  of 
Hutten  the  influences  of  classical  culture  and  of  national 
sentiment  are  respectively  predominant,  but  by  no  means  to 
the  exclusion  of  other  diversifying  motives.  In  addition 
to  these,  a  third  group  of  German  dialogues  has  been 
distinguished  in  this  age  by  Dr.  Herford,  and  happily 
described  by  him  as  that  which  exhibits  the  dialc^e 
'turning  into  what  is  perhaps  best  called  the  drama  of 
debaW^'  To  this  species,  which  is  apt  to  exhibit  a  suc- 
cession of  detached  scenes  and  a  crowd  of  contributory 
characters,  Swiss  writers  particularly  inclined. 

It  seems  unnecessary  to  refer  to  the  early  efforts  of  the 
comic  drama  among  other  cognate  peoples;  though  it  is 
perhaps  noticeable  that  in  the  Low  Countries  comic  as  well 
as  serious  dramatic  pieces,  moving  in  the  sphere  of  real  life, 
are  stated  to  have  been  produced  as  early  as  the  fourteenth 
century  ^. 

>  Cf.  Devrient,  Gfschiehte  lUr  SchauspiMtotst,  i.  93  stqq.  As  to  the 
Faatnadilasfitlt,  ace  the  iustnictive  Introduction  by  Julius  Tiltmann  to  Part 
iii.  of  DuAtUHgtH  van  Hans  Soda  (in  vol.  vi.  of  GOdeke  and  Tiltmann's 
DfMlscktDidiia'dts  16.  JaAHiunJtrts),  Leipzig,  i8ti.  The  two  chief  authors 
of  FastHodila^li in  the Gfteenth  century  were  Hans Rosenb1at,a  'minstrel' 
of  the  later  type,  and  Hbds  Foil,  both  Nambcrfiera,  although  Folz  was 
a  native  of  Worms. 

•  The  second  chapter  of  Dr.  C.  H.  Herfords  Studits  in  the  UUrary  Rtla- 
Hetia  of  England  and  GtrtMany  [  1886)  brings  out  with  admirable  force  the 
literal^  characteristics  and  loQuence  of  German  dialogue  liteniture  in  the 
Reforoatioa  Age. 

'  A*  to  the  Dutch  sollmiu,  cf.  F.  v.  Hellwald,  GtschicliU  da  holldHdischtH 
TMiaUrt  (1S74),  p.  a. 
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Bfmimngs  These  general  notes  will  help  to  indicate  the  precedents 
a-we^f**  *"*^  examples  that  affected  the  beginnings  of  English  comedy 
before  the  Renascence  movement,  in  this  country  with  more 
of  suddenness  than  elsewhere,  brought  them  into  direct  con- 
tact with  classical  models.  In  the  period  with  which  we 
are  immediately  concerned — the  early  Tudor  period — these 
germs  were  still  slumbering  beneath  the  cumbrous  folds  of 
the  moralities  ;  yet  at  home,  too,  there  were  not  a  few 
influences  already  in  operation  which,  when  combined,  might 
seem  to  have  been  well  capable  of  awakening  them.  It 
should  not  be  overlooked  that  in  a  quite  different  branch  of 
literary  composition,  a  work  of  long-continued  and  wide- 
spread popularity  in  this  very  Age  brought  home  to  English, 
as  it  had  to  continental,  hearers  and  readers  the  advantage 
and  pleasure  to  be  found  in  a  concrete  treatment  of 
the  vices  and  foibles  exemplified  to  them  by  their  neigh- 
bours. Sebastian  Brant's  famous  SAip  of  Fools,  of  which 
the  English  version  by  Alexander  Barklay  was  published 
in  the  first  year  of  Henry  VIII's  reign  (1509),  transmuted 
abstractions  into  human  realities,  calling  down  scorn  and 
indignation,  instead  of  upon  Improvidence,  Pretentious  In- 
competence, and  the  like,  upon  real  Folys  without  Provysyon, 
Folyshe  Fesycyans,  and  so  forth — all  of  them  more  or  less 
successful  facsimiUs  of  persons  living  next  door  or  in  the 
next  street  to  your  worship's  self.  Such  books,  in  the 
earliest  as  in  later  periods  of  our  comic  drama,  have  materi- 
ally helped,  not  only  to  suggest  effective  types  of  character, 
but  also  to  enforce  the  uses  of  comparison  between  them. 
Again,  as  has  been  seen,  our  literature  had,  from  an  early 
date,  furnished  examples  of  interlocutory  poems  which,  as 
wholly  lacking  action,  cannot  be  called  dramatic,  but  which 
comprise  efforts  in  the  direction  of  characterisation — an 
iMalogtua.  important  branch  of  dramatic  effort.  Under  the  influence 
of  foreign  examples,  to  which  reference  was  made  above, 
English  dialogue -literature  entered  upon  a  new  phase,  which 
may  be  said  to  have  lasted  from  the  earlier  days  of 
Henry  VIII  into  the  great  times  of  Elisabeth.  We  are  not 
concerned  here  with  those  of  its  productions  which  have  no 
direct  contact  with  the  drama,  and  which  include,  together 
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with  examples  of  didactic  or  satirical  prose,  headed  by 
More's  Utopia  in  its  English  dress,  the  fierce  polemical 
verse  of  William  Roy  and  Jerome  Barlow  ^,  and  the  con- 
troversial aftermath  which  followed  on  the  accession  of 
Edward  VI.  English  writers  utilised  the  time-honoured 
'  contrast '  form  for  such  productions  in  the  manner  of  Hans 
Sachs  as  John  Bon  and  Mast  Parson,  a  disputation  between 
a  peasant  and  a  priest  on  the  Sacrament,  which  the  former, 
in  his  rustic  i^orance,  calls  '  Corpsy-cursty  *.'  Robyn  Con- 
science, a  disputation  in  seven-line  stanzas  between  a  son 
and  his  father,  who  is  an  abstract  personage  called  Covetous- 
ness,  and  represents,  oddly  enough,  the  ftfltnos  Ao'yos  of  the 
old  generation,  is  justly  regarded  by  Dr.  Herford  as  a  com- 
position of  the  same  class  '.  Dr.  William  Turner's  Exami- 
nation of  the  Mass  (1547  c.)  and  a  rather  later  composition 
of  similar  conception,  entitled  The  Bndightment  (Indictment) 
against  Mother  Masse*,  add  an  element  of  novelty  by 
arranging  the  disputation  for  and  against  the  Mass  and  the 
dogma  involved  in  the  rite  under  the  ever  popular  form  of 
judicial  trials,  carried  on  in  the  one  instance  by  concrete 
agents  in  the  familiar  locality  of  a  London  sessions-house, 
in  the  other  before  a  personified  Goifs  Word  as  judge 
and  the  Twelve  Apostles  as  jurymen.  The  liking  for 
controversial  dialc^ue  was  not  extii^ished  under  Mary, 
but  came  to  an  end  under  Elisabeth,  when  a  religious 
settlement  was  effected,  against  which  it  gradually  became 
either  needless,  or  futile,  to  struggle.  Isolated  examples  of 
the  dialogue  or  disputation  of  the  non -controversial  type, 

'  The  Dialogui  bttwan  IVatiyn  and Jtffr^iyt  follows  upon  the  mock  Lumttt- 
tacion  for  Iht  dimase  of  Iht  Mass  \n  the  invective,  published  by  the  two 
ftigitive  Franciscan  Frianagainst  Cardinal  Wolsey  and  the  orthodox  Church 
at  home  under  the  heading  Jf«/(  nn  and  bt  hoH  oirolhi  (i^A).  See  Arber'a 
English  RiprinU  (1871).  Dr.  Herford,  u.  s.,  p.  43,  ahowa  that  there  is  no 
reason  Tor  supposing  the  authors  to  have  been  acquatated  with  the  Bernese 
poet  Nicholas  Manuel's  more  elaborate  satire  on  (virtually)  the  same  theme 
of  TMt  SicknBs  o/lhi  Mass. 

'  Herford,  u.  a.,  p.  54.  This  dialogue,  printed  in  1548,  is  reprinted  ap. 
W.  C.  Hazlitfa  Rimains  ofEaHy  English  Potfiy. 

'  Herford,  p.  55.  A  sufficient  account  of  this  piece  will  he  found  afi. 
Collier,  ii.  316-319.     It  is  in  the  libraiy  of  the  Dulte  of  Devonshire. 

<  Described  by  Herford,  pp.  63-6,  from  the  originals,  preserved  respec- 
tively in  the  British  Uuseom  and  at  Lambeth. 
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in  which  an  argument  is  carried  on  merely  or  mainly  for 
the  intellectual  pleasure  to  be  derived  from  it,  recur  at 
different  times  in  the  Tudor  period  of  our  literature. 
•Dii^ogift  A  very  celebrated  dial(^ue,  or  rather  series  of  dialogues, 
"'564-5)-  combining  precept  with  example,  and  enforcing  the  effect 
of  the  latter  with  much  picturesque  vivacity,  by  William 
BuUeyn,  was  published  in  1564-5,  and  is  often  cited  under 
the  title  of  a  Dialogue  of  Death.  Its  full  title  better  displays 
its  double  purpose,  which  is  that  of  indicating  '  a  goodly 
regimente '  (regimen)  '  against  the  fever  Pestilence,  with 
a  consolation  and  comfort  against  death.'  Its  author  was 
a  learned  scholar,  bom  under  Henry  VIII,  who  held  clerical 
preferment  in  the  early  years  of  Edward  VI,  and  then 
travelled  abroad.  On  his  return  he  published  a  variety 
of  medical  treatises,  partly  in  dialogue  form,  and  led  a  life  of 
chequered  fortunes  till  his  death  in  1576  *.  The  Dialogue 
on  account  of  which  he  is  most  generally  remembered,  and 
on  the  bibliographical  history  of  which  a  vast  amount  of 
learning  has  been  expended,  is  still,  so  far  as  I  know,  only 
accessible  in  fragments*.  They  show  the  author  to  have 
had  a  large  and  varied  knowledge  of  both  books  and  men, 
and  to  have  possessed  the  art  of  imparting  a  lifelike  colour 
of  reality  to  such  pictures  as  that  which  he  introduces  of 
the  citizen  and  his  wife  riding  forth  from  London  to  escape 
the  plague.  But  I  cannot  perceive  that  this  interesting 
relic  of  an  interesting  man  has  any  special  value  for  the 
early  history  of  our  drama. 
Diatogur  of  Of  Other  Tudor  dialogues  I  need  only  mention  here,  by 
a^N^  the  side  of  John  Heywood's  Dialogue  of  Wit  and  Folly, 
biiiiye  noted    among   his  works   below,  a  similar   piece    printed 

(^|--"533     about  the  same  time   (1533  c,  according  to  Mr.  BuIIen's 
conjecture)  by  John  Rastell,  who  was  possibly  its  author. 

'  See  Mr.  A.  H.  BuIIen's  notice  of  William  Bulleyu  in  vol.  vii  of  the 
DklioKery  of  NaUonal  Biography. 

'  See  the  note,  pp.  xc~xcii  of  the  Ifolia  oflAt  Lift  and  IVritings  of  Altxander 
Barclay,  in  Jamieaon's  edition  of  7S<  SAi>  i^^ooii  (1874),  vol,  i,  Tbefullesi 
series  of  extracts  known  to  me  i9  that  in  the  Appendix  to  Wnldron'a  Sad 
Sktfi/iinl  {i-ji^),  pp.  185-033.  The  scene  in  which  the  'Pothicaire'  and 
the  doctor  attend  upon  the  sick  rich  man  Antonius  coDtaiua  the  much.quoled 
paaMge  on  our  eariy  English  poeta. 
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It  has  also  been  attributed,  but  without  apparent  reason, 
to  John  Heywood.  This  is  a  dialogue  bearing  the  title 
Of  gentylnes  and  nobilitye ',  and  addressing  itself  to  a  ques- 
tion which  has  in  its  time  been  illustrated  by  both  wit 
and  wisdom,  and  not  unfrequently  reiterated  without  much 
of  either, — ^  Who  is  a  verey  gentleman  *  ? '  The  discussion 
is  carried  on  between  '  the  Marchaunt,  the  Knyght  and  the 
Plowman,'  and  the  piece  professes  to  be  '  compiled  after  the 
maner  of  an  enterlude,  with  divers  toys  and  gestis  addyd 
therto  to  make  mery  pastyme  and  disport';  but  there  is 
no  action  to  differentiate  it  from  the  type  of  the  Italian 
eontrasti.  A  similar  production  seems  to  have  been  that 
mentioned  in  Hall's  Ckrontcle  {s.a.  1527)  as  having  served 
to  entertain  the  King  and  Court ;  in  it,  we  are  told, '  two 
persones  plaied  a  dialog,  theffect  whereof  was  whether 
riches  were  better  than  love  '■'.' 

It  must  not,  however,  be  forgotten  that  already  at  a  much  Earty 
earlier  date  there  are  traces  in  England  of  a  species  of  "•'"''"''*■ 
entertainment  in  which  an  element  of  action  was  included, 
and  which,  unlike  the  disputations  and  dialc^es  to  which 
I  have  adverted,  may  therefore  be  rightly  described  as 
dramatic.  These  early  interludes,  as  they  were  called,  were 
in  point  of  fact  dramatised  anecdotes  of  the  type  of  the 
French  or  Italian  comic  farce,  which  from  the  Plantagenet 
times  onwards  seem  to  have  not  unfrequently  been  produced 
to  diversify  or  fill  up  the  pauses  of  the  banquets  ensuing 
in  great  houses  upon  the  more  substantial  part  of  the  repast. 
One  such  composition  has  been  preserved,  although  in 
a  fragmentary  condition ;  but  though  the  Interludium  de 
cUrico  et  puella,  which  probably  dates  from  the  reign  of 
Edward  I,  was  founded  on  the  English  tale  of  Dame  Sirith, 
there  are  indications  that  the  author  of  the  English  farce 
had  (like  so  many  of  his  successors)  a  French  model  in  his 

'  Cr.  Collier,  ii.  310  stqq. 

*  The  best  answer,  I  suppose,  is  Chaucer's,  professedly  rather  than  actually 
founding  itself  aa  a  passage  in  Dante,  in  Tin  Wift  0/ Bath's  Talt, 

'  Collier,  ii.  307  hoI*.  Fibdcis  Thynn's  DtbaU  lithium  Pridi  and  Lcwlinisa 
(edited  by  Collier  for  the  Old  Shakespeare  Society's  Publicntions,  1841),  which 
Robert  Greene  reproduced  under  the  title  of  A  Qmffir  en  Upslari  CtmrHer, 
is,  on  the  other  lumd,  not  dramatic  even  in  form. 
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hands'.  It  is  unlikely  that  similar  'interludes'  should  not 
have  continued  in  England,  as  they  did  in  France,  to  divert 
the  lebure  of  those  who  had  so  much  of  it  on  their  hands. 
What  was  needed  was  that  some  dramatic  writer  of  iiu^enuity 
and  power  should  be  bold  enoi^h  to  take  a  lesson  from 
such  neglected  trifles,  and  break  with  the  usage  loi^  im- 
Transition  posed  by  literary  custom.  To  effect  a  transition  from  the 
Militia  moralities,  upon  which  literary  effort  of  the  dramatic  kind 
had  in  Ei^land  so  long  concentrated  itself,  he  would  have 
to  throw  overboard  the  time-honoured  agency  of  personiRed 
abstractions  which  they  had  preserved  with  so  wearisome 
a  persistency,  and  to  confine  the  characters  of  plays  pursuing 
the  same  ends  as  the  moralities  themselves  to  those  human 
types  which  had  hitherto  been  only  occasionally  or  fitfully 
introduced  in  these.  But  althoi^h  it  may  seem  an  easy 
matter  to  take  a  step  of  this  description,  the  resolute 
freedom  proper  to  genius  frequently  has  to  come  into  play 
before  such  a  step  is  actually  taken.  The  real  beginner  of 
English  comedy  had  been  long  awaited  in  the  man  who 
should  definitively  establish  the  practice  of  combining,  in  an 
easy  and  amusing  dramatic  action,  clearly  marked  and 
contrasted  types  of  ordinary  human  life.  This  man  was 
John  Heywood,  whom  I  thus  have  no  scruple  in  accounting 
a  man  of  genius,  and  whose  series  of  Interludes  possesses 
a  distinctive  significance  for  the  history  of  our  national 
drama. 
John  H^.  John  Hevwood  *,  the  date  and  place  of  whose  birth  are 
1497 c.',d.  alil^fi  uncertain, was  in  his  boyhood  very  possibly  employed 
is8of.).  in  the  choir  of  the  chapel-royal,  and,  according  to  his  own 
statement,  was  afterwards,  for  a  long  time,  one  of  King 
Henry  VIII's  '  sii^ing-men.'      It  may  be  that  between 

*  Ten  Brinck,  ji.  306-9.  This  curious  fragment  is  printed  in  Wright  sad 
Halliwell's  R^iguia*  Anligiitu,  vol.  ii.  p.  145.  It  consists  of  two  scenes  of 
a  larce,  written  in  stiort  couplets,  of  wliich  the  diction  has  a  strong  dialect 
colouring.  The  second  scene  unluckily  breaks  off  in  the  middle,  sAer 
'Home  Ellwis,'  a  homely  Celestioa  by  her  calling,  has  testified  to  her 
religious  sentiments. 

'  For  the  known  data  of  Heywood's  life,  and  for  references  to  the  autho- 
rities concerning  it,  see  my  article  on  him  in  vol.  xxvi  of  the  DidioHory  of 
Nalional  Biography. 
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these  two  stages  of  his  life  he  spent  some  time  at  Broad- 
gates  Hall,  now  Pembroke  College,  Oxford,  of  which  he  is 
traditionally  said  to  have  been  a  member.  In  1526  he  was 
officially  known  as  '  player  of  the  vii^inals '  at  court,  and 
it  is  conjectured  that  a  reduction  in  his  wages  as  such  was 
due  to  his  appointment,  some  time  before  1538,  as  master 
of  a  company  of  children  who  performed  plays  before  the 
court.  The  Princess  Mary,  to  whom  Heywood  was  intro- 
duced by  his  patron  Sir  Thomas  More,  witnessed  one  of 
these  performances,  and  to  her  he  became  attached  with 
a  loyal  devotion  to  which  his  writings  repeatedly  testify, 
and  which  was  unmistakeably  enhanced  by  his  sympathy 
with  her  subsequent  policy  in  matters  of  both  Church  and 
State.  Under  Edward  VI  he  is  said  to  have  escaped  '  the 
jerke  of  the  six-string'd  whip ' ;  as  a  matter  of  fact  he  had 
already,  in  1544,  avoided  a  charge  of  having  denied  the 
Royal  Supremacy  by  a  public  recantation,  and  it  must  be 
the  Supremacy,  not  the  Six  Articles,  Act  against  which 
he  had  again  offended  in  the  new  reign.  His  literary 
reputation,  already  considerable  under  Edward,  rose  to  its 
height  under  Mary,  who  took  an  intelligent  del^ht  in  his 
accomplishments  and  in  his  wit,  which  is  said  to  have 
amused  her  even  on  her  death-bed.  She  granted  him  a  lease 
of  the  manor  of  Bolmer  and  other  lands  in  Yorkshire. 
After  the  accession  of  Elisabeth,  although  he  had  enjoyed 
her  favour  in  former  days,  he  thought  it  more  prudent  to 
withdraw  to  the  continent,  where  (at  Malines)  he  is  supposed 
to  have  passed  the  remainder  of  his  days.  He  was  certainly 
alive  early  in  1577,  when  his  name  occurs  in  a  return  of 
Catholic  fugitives ;  but  in  1587  he  is  spoken  of  ^  as  '  dead 
and  gone.'  Of  his  two  sons,  the  younger,  Jasper,  has  been 
previously  mentioned  as  one  of  the  translators  of  Seneca's 
Tragedies^.  f 

John  Heywood's  personal  positi6n  at  the  courts  of  the 
sovereigns  whom  he  so  loyally  sejved  was  not  completely 
defined  by  his  official  duties  a^  trainer  of  boy-players, 
conductor  of  their  performancesy'^and  writer  of  the  pieces 

■  B7  Thomu  Newton,  id  hit  E^agm  or:  C<mdttsion  to  Htyuootta  IVoria. 
'  Antt,  p.  195. 
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presented  by  them.  Upon  these  duties  he  appears  to  have 
entered  at  some  time  between  1514,  when  Henry  VIII  en- 
larged his  establishment  of  players  (to  which  Heywood  did 
not  belong),  and  1540  or  thereabouts,  the  probable  date  of 
his  earliest  extant  interlude.  He  cannot  be  supposed  to  have 
held  the  place  of  court  jester  or  fool ',  but  he  was  certainly 
expected  to  amuse  by  his  conversation  as  well  as  to  interest 
by  his  writings  and  by  their  reputation.  His  Epigrams 
were  probably  considered  by  himself,  as  well  as  by  his  con- 
temporaries and  by  near  generations,  to  constitute  his  fore- 
most title  to  literary  fame ;  and  indeed  the  collection  is 
full  of  flashes  of  wit  and  humour,  and  here  and  there  even 
has  touches  of  pathos,  which  it  needs  no  great  alertness  to 
discern  amidst  inevitably  dull  surroundings.  The  store  of 
Proverbs,  cleverly  fitted  by  a  tour  de  force  into  the  frame- 
work of  a  single  Dialogue,  redounds  to  the  credit  of  his 
learning  rather  than  of  his  wit,  ahhough  displaying  an 
aptness  in  the  art  of  quotation  which  is  rightly  held  to 
partake  of  the  quality  of  wit  itself.  But  the  Epigrayns — 
six  hundred  in  number — would,  even  if  nothing  else  were 
preserved  from  their  author's  hand,  prove  their  author  to 
have  been  possessed  of  a  vein  of  wit  and  humour  such 
as  no  difference  of  times  or  manners  can  altc^ether 
obscure,  and  to  have  moreover  had  in  him  a  vein  of 
sentiment  occasionally  approaching  the  confines  of  poeti- 
cal power  *.  Of  even  more  importance,  perhaps,  in  the 
present  connexion,  is  the  fact  that  as  an  epigrammatist 
he  may  be  said  to  be  free  from  the  pedantry  which  has 
beset  so  many  more  richly  endowed  humourists,  and  is 
quite  content  to  use  a  cross-bow  instead  of  a  catapult  in 
dealing  with  folly  as  it  Hies^  I  do  not  think  that  this 
estimate  is  contradicted  by  his  elaborate  allegory  on  the 

'  The  dagger  woin  by  bim  in  the  woodcut  portrait  which  appears  in 
editions  both  or  Tht  Spidtr  and  lAt  Flii  and  of  Epigraim  upon  Protitrba  can 
hardly  be  adduced  as  an  argument  to  the  cootrary. 
'  1  may  instance  the  epigram  Of  wetfitHg : 

'  Better  children  weepe  then  olde  men,  »ay  wyse  men. 
But  olde  men  wcepe  when  children  laugh,  now  and  then.' 
'  '  This  write  I  not  to  tcache  but  to  louche;  for  why. 
Hen  know  this  as  well  or  better  than  L' 
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affairs  of  Church  and  State — the  burlesque  epos  of  Tke 
Spider  and  the  Flie, — which  has  been  generally  condemned 
as  wearisome,  although  its  general  lucidity  and  relative 
variety  of  treatment  to  my  mind  redeem  some  of  the  tedious- 
ness  inherent  in  the  literary  species  to  which  it  belongs. 
Of  his  remaining  non-dramatic  writings,  I  need  here  only 
mention  the  Willow  Garland  ballad,  the  refrain  of  which 
was  known  to  Desdemona  ^. 

Such  a  humourist  as  John  Heywood  was  manifestly  fitted 
for  the  task  which,  doubtless  without  much  consciousness  of 
its  importance,  he  undertook  in  connexion  with  the  prepress 
of  our  comic  drama.  Frank  and  open-minded,  he  is  at  the 
same  time  a  really  modest  writer,  who,  in  the  matter  of 
characterisation,  for  instance,  unaffectedly  rates  his  powers 
at  the  very  lowest*.  Yet  it  was  precisely  the  vivacity  of  his 
genius  which,  in  a  more  advanced  age  of  the  English  drama, 
would  probably  have  secured  to  him  a  far  more  prominent 
position  in  its  history  than  is  usually  accorded  to  him.  His 
humouris  of  a  kind  perhaps  peculiarly  characteristic  of  those 
minds  which,  while  strongly  conservative  at  bottom,  claim 
a  wide  personal  liberty  in  the  expression  of  opinion,  and  are 
radically  adverse  to  all  shams.  Such  a  mind  was  that  of 
Aristophanes,  who,  I  am  convinced,  went  through  no  such 
changes  of  religious  opinion  as  have  been  attributed  to  him  by 
modern  criticism,  but  who  consistently  indulged  in  a  license 
of  expression  quite  compatible  with  the  maintenance  of 
fixed  principles  in  religion  and  in  politics.  Such  a  mind 
was  that  of  Canning,  who,  under  the  influence  of  personal 
feeling,  could  satirise  a  Tory  premier  as  happily  as  he  could 
ridicule  a  revolutionary  Radical.  Heywood  was  a  con- 
vinced orthodox  Roman  Catholic,  as  he  was  an  upholder 
of  legitimate  authority  in  the  realm ;  to  quarrel  with  the 
foundations  of  spiritual  authority  (such  as  they  seemed  to 
bim)  was  in  his  eyes  alike  foolish  and  criminal ;  but  he  saw 

>  Reptinted  Id  the  (Old)  Sfiaiaftan  SocUtfa  Pafitrs,  1844,  i.  44-6. 
'    '  Were  1,  in  portraiying  persona  dead  or  alive 

Aa  cuDoyng  and  u  quicke  to  louche  tbent  at  full. 
As  in  that  feate  1  am  ignoiant  and  duU.' 

DMiogtit  ofPnmtria  Ve.,  P«rt  L 
VOL.  I.  R 
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Qo  reason  for  sparii^  priests,  pardoners,  or  pilgrims  the  lash 
of  his  '  mad,  mery  wit,' 

For  botji  the  wit  and  the  humour  of  Heywood  are  not 
only  undeniable,  but  exceedingly  striking,  especially  in  the 
midst  of  the  literature,  tame  and  tedious  as  a  whole,  of  our 
English  moralities.  The  manifestation  of  these  qualities 
by  Heywood  redeems  the  youthful  period  of  the  EngHsh 
comic  drama  from  the  charge  of  utter  inferiority  to  that 
of  the  French ;  and  proves  that  neither  had  Chaucer 
written  in  vain,  nor  were  Shakspere  and  Ben  Jonson  in 
this  respect  without  a  true  predecessor.  If  the  form  of 
Heywood's  interludes  is  extremely  simple,  this  only  in- 
creases our  admiration  for  the  fact  that  he  found  it  possible 
within  so  Umited  an  area  to  display  comic  faculties  which 
would  have  been  equal  to  far  ampler  opportunities.  He 
tells  a  merry  tale  with  Chaucerian  verve ;  and  contrives  in 
his  simple  scenes  to  introduce  touches  of  character  of  irre- 
sistible effectiveness.  And,  so  far  as  it  is  possible  to  judge, 
his  fondness  for  a  joke  is  merely  the  ripple  on  a  broad  sur- 
face of  good  sense,  and  never  at  issue  with  the  fundamental 
principles  of  a  sound  morality.  Lastly,  he  is  possessed  of 
what,  considering  the  age  in  which  he  wrote.may  be  described 
as  the  most  exceptional  of  his  literary  gifts,  viz,  genuine 
lightness  of  hand  ;  while  all  his  writings  are  interesting,  his 
interludes  may  be  described  as  thoroughly  enjoyable, 

Not  all  the  productions  of  Heywood  which  I  am  about 
to  notice  are  properly  described  as  interludes,  if  that  name 
is,  in  its  more  precise  application  to  a  distinct  literary 
species,  to  be  confined  to  short  comic  pieces  containing  an 
element  of  action  that  entitles  them  to  be  called  dramatic 
But,  as  it  is  these  which  constitute  his  claim  to  a  conspicuous 
place  in  a  survey  of  our  dramatic  literature,  and  as  they 
appear  to  have  preceded  the  rest  in  chronol<^ical  order  of 
production,  they  may  here  be  noticed  first. 

The  Mery  Play  between  tlie  Pardoner  and  the  Frere^  the 
Curate  and  Neybour  Pratte,  was  printed  by  Rastell  in 
1533^1  hut  the  internal  evidence  of  a  reference  to  Pope 
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Leo  X  {who  died  in  ijai)  shows  it  to  have  been  written 
at  least  twelve  years  before  this  date.  The  construction 
of  this  easy  dramatic  satire  is  even  s%hter  than  that  of 
its  successors,  the  idea  being  simply  that  of  a  ludicrous 
rivalry  between  the  Friar  and  the  Pardoner  to  gain  the  ear 
of  a  parish  which  could  do  very  well  without  the  presence 
of  either.  The  Friar  having  secured  the  use  of  the  Curate's 
pulpit  sets  out  upon  his  beting  sermon,  in  which  he  is 
interrupted  by  the  Pardoner,  intent  upon  extolling  his 
relics'.  They  carry  on  their  oratorical  efforts  in  alternate 
lines,  with  the  ludicrous  effect  of  such  an  alternation  so  well 
known  to  later  days  of  the  comic  stage.  Ultimately  they 
fall  to  blows,  and  are  engaged  in  a  furious  scuffle,  when  the 
Curate  (or  Parson)  appears  on  the  scene  to  preserve  his 
church,  as  he  incisively  puts  it,  from  '  pollution.'  He  thus 
appeals  to  the  lay-element,  in  the  person  of  neighbour 
Pratte,  to  second  him  in  this  endeavour : 

'  Neighbour,  ye  be  constable ;  stand  ye  near. 
Take  ye  that  lay  knave,  and  let  me  alone 
With  this  gentleman.    By  God  and  by  Saint  John, 
I  shall  borrow  upon  priesthood  somewhat ; 
For  I  may  say  to  thee,  neighbour  Pralte, 
It  is  a  good  deed  to  punish  such,  to  th'  ensample 
Of  such  other,  how  that  they  shall  [not]  mell 
In  like  fashion,  as  these  caitiffs  do.' 

It  proves,  however,  a  difficult  task,  especially  for  the  Curate, 
to  quell  such  determined  intruders,  and  in  the  end  they  are 
allowed  to  depart  in  peace,  although  without  a  benediction  : 

'  Friar.    Will  ye  leave,  then,  and  let  us  in  peace  depart  ? 
Curate  and  Pratte.    Yea,  by  our  lady,  even  with  all  our  heart. 
Friar  and  Pardoner,    Then  adieu  to  the  devil,  till  we  come  again! 
Curate  andPratte.    And  a  mischief  go  with  you  both  twain  \' 

The  Mery  Play  between  Johan  the  Husbande,  Tyh  ike  ^  Utry 
Wife,  and  Syr  J  ken  the  Priest ',  was  likewise  printed  by  J^jgi^t, 

Four  Old  Plays,  edited  by  Child  (Cambridge,  U.  S.  A.,  1848),  and  in  Hazlitf  s 
DoJiley,  vol.  i. 

''  dollier,  ii.  301  note,  mentions  that  a  Proclamation,  issued  in  1537 
•gainst  erroneous  writiogs  and  books,  contains  a  warning  against  '  dyven 
and  sundry  ligbt  persons  called  Pardoners,'  which  denounces  their  evil  ways 
in  veiy  explicit  terms. 

'  Reprinted  at  the  Chiswick  Press  (1B19},  from  the  unique  copy  in  the 
R2 
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ihtHus-  Kastell  in  1533.  It  treats  of  a  triple  relationship,  which 
'^Twifif'  the  later  Middle  Ages  and  the  Renascence  period  'analyse' 
nnd  Syr  as  persistently  as  our  novelists  of  the  nineteenth  century. 
Pritsi.  '  Johan  commences  the  action  by  a  soliloquy,  in  which, 
because  it  ^  a  soliloquy,  he  proclaims  with  heroic  boldness 
his  determination  to  exercise  his  martial  authority  by 
'  beting '  his  wife.  But  after  he  has  reviewed  and  confuted 
all  possible  ailments  against  such  a  procedure,  the  real 
ar^ment  soon  appears  in  the  person  of  his  wife  Tyb  herself. 
She  meets  her  husband's  suspicions  as  to  her  relations  with 
the  parish  priest  by  constraining  him  to  invite  her  ghostly 
friend  to  partake  of  a  '  pye,'  which  constitutes  the  central 
point  of  interest  in  the  drama.  The  notion  that  to  suflfer 
injury  is  much,  but  that  to  be  in  addition  deprived  of  one's 
dinner  by  the  destroyer  of  one's  peace  is  too  much,  is 
immortal  in  farce  j  but  never  has  it  been  worked  out  with 
more  '  convincing '  humour  than  in  this  Mery  Play.  While 
the  priest  and  Tyb  are  consuming  the  pie,  the  husband  is 
set  to  '  chafe  wax '  at  the  fire,  in  order  to  stop  up  a  hole  in 
a  pail,  which,  there  is  but  too  much  reason  to  believe,  was 
not  strange  in  its  origin  to  Tyb'.  In  the  end,  the  long- 
suflering  husband's  patience  gives  way,  and  with  a  courage 
bom  from  despair  he  suddenly  attacks  the  priest  '  with  his 
fyst,'  ending  the  play  with  an  expression  of  forebodings 
Uiat  excuse  if  they  do  not  justify  his  conduct.  In  a  farcical 
sketch  such  as  this  there  is,  of  course,  not  very  much  room 
for  characterisation,  or  for  any  very  special  depiction  of 
manners.  In  his  third  and  most  celebrated  interlude,  the 
author  returns  to  the  more  elaborate  kind  of  satire  which 
he  had  attempted  in  his  first  extant  piece, 
Tht  Four  T/ie  Four  Ps,  a  Mery  Interlude  of  a  Palmer,  a  Pardoner, 
isls^i  ^  Potycary,  and  a  Pedlar,  was  printed,  without  date,  by 
William  Myddleton,  but  as  no  dated  publication  was  issued 
from  his  press  before  1,543  or  after  1547,  the  precise  time 

Ashmolean  Muxeum,  Oxford.  '  Sir'  is  of  course  the  usual  prefix  allowed  to 
■  priest,  as  representing  the  ■  dominus '  attesting  his  (actual  or  supposed) 
B.A.  degree. 

'  Cf.  \aiiit!FaraJtPfnut{Aiuitn  TMatn  FrvitfaK,  i.  011): 
'  C'esC  ung  tria  pouvre  passetemps 
De  chauffer  la  dre  quant  on  digne^' . 
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of  the  printing  of  this  play  must  fall  between  these  years, 
although  its  composition  was  probably  more  or  less  contem- 
poraneous with  that  of  the  interludes  previously  noticed '. 
This  piece  ^  is  in  its  details  extremely  entertaining,  while  it 
thorot^hly  succeeds  in  conveying  a  moral  quite  distinct 
from  the  tendency  which  might,  by  a  natural  mistake,  be 
imputed  to  it.  We  may  therefore  unaffectedly  r^ret  that 
its  most  humorous  passages  are  unfit  for  modem  ears.  The 
Palmer  and  the  Pardoner  begin  by  a  contest  as  to  the  superior 
efficacy  of  the  processes  of  salvation  which  they  respectively 
practise ;  the  'Poticary  asserts  that  if  tfuy  teach  men  how 
to  prepare  for  death,  ke  can  facilitate  death  itself;  while 
the  task  of  the  Pedlar  is  to  judge  which  is  the  greatest  liar 
of  the  three.  The  competition  consists  in  the  telling  of  two 
stories  by  the  Palmer  and  the  Pardoner,  and  the  outbidding 
of  their  lies  circumstantial  by  a  monstrously  extravagant 
assertion  on  the  part  of  the  'Poticary '.  The  humour  of 
the  whole  is  inimitable,  but  at  the  end  the  author  takes 
occasion  to  show  that  it  is  the  abuse  and  not  the  use  of 
means  of  edification  which  he  has  been  satiriai^.  This 
interlude  b  in  many  respects  curious  as  an  illustration  of 
manners  as  well  as  character ;  the  Pardoner's  list  of  his 
relics  being  only  equalled  by  the  Palmer's  enumeration  of 
his  pilgrimages,  of  which  his  rival  thus  sums  up  the  result  i 

'And  when  ye  have  gone  as  far  as  ye  can, 
For  all  your  labour  and  gostdy  entente, 
Ye  will  come  home  as  wyse  as  ye  wentc' 
Heywood's  lines  often  possess  the  felicity  of  the  above  ; 

■  Reprinted  in  vol.  i.  of  DodBle/sSffrcf  0/1/ /=%>;  invoL  i.  of  tbe^iuinX 
Bri&li  Drama  ;  and  in  voL  L  of  Hulitt's  Dodslty. 

■  Tbe  klliterative  title  of  Tlu  Four  fa  cither  was  alrewly  popular,  or  wu 
nude  sucb  by  Heywood's  interlude.  On  the  dismissal  ofCofce.ChaniberUin 
writes  to  Carleton  (Nov.  18,  1691):  'The  common  speech  is  that  four  PPs 
have  OTcrtbrowD  and  put  him  down,  that  is,  Pride,  Prohibidons,  Praemunire, 
and  Prerogative.'    {Court  and  Timta  of  James  I,  184B,  i.  437.) 

•     'And  this  I  waldc  ye  shulde  undentande, 
1  have  sene  women  v  hundred  thausande: 
And  oft  with  them  have  longe  tyme  taried  ; 
Yet  in  all  places  where  I  have  ben. 
Of  all  the  women  that  I  have  sene, 
I  never  aawe  nor  knewe  in  my  conacyens, 
Any  one  woman  out  of  padens.' 
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he  had  all  the  power  of  condensing  and  pointii^  expression 
which  became  second  nature  to  him  as  an  ep^rammatist ; 
and  there  is  a  really  gnomic  force  in  the  use  to  which  he 
puts  his  power  in  the  few  serious  words  at  the  close  of  this 
interlude.  Or  is  there  not  strength  of  meaning,  as  well  as 
of  expression,  in  the  admonition — 

'But  where  ye  dout,  the  tnithe  nat  knowynge, 
Belevynge  the  beste,  good  may  be  growynge, 
In  judgynge  the  best,  no  hanne  at  the  leste; 
In  judgynge  tbe  wonte,  no  good  at  the  bote' — 
whatever  may  be  thought  of  the  corollary,  which  exhibits 
the  author's  orthodoxy : 

'  But  beste  in  these  thynges  it  semeth  to  me, 
To  take  no  judgement  upon  ye  ; 
Bat  as  the  churche  doth  judge  or  take  them, 
So  do  ye  receyvc  or  forsake  than. 
And  so  be  you  sure  ye  cannat  erre, 
But  may  be  a  frutfull  folower'? 
r**  Plaj         Beades  these  Interludes,  in  the  more  special  sense  of  the 
%r,tiur        term  which  they  may  be  said  to  have  themselves  succeeded 
ipr-  '533)-    in  establishing  for  it,  John  Heywood  composed  other  pieces 
more  or  less  resembling  earlier  types,  but  not  unmarked  with 
the  originality  which  rarely  deserted  him.     The  Play  of  the 
Wether,  a  new  and  a  very  mery  interlude  of  all  maner  of 
Wethers  (printed  in  1533)',  is  a  highly  ingenious  composi- 
tion, of  which  the  plot  has  a  more  didactic  design  than  can 
with  sincerity  be  ascribed  to  any  of  the  interludes  noticed 
above.  The  introduction  of  personages  from  classical  mytho- 
logy interests  us,  as  indicating  the  influence  of  Renascence 
tastes,  which  kept  alive  a  liking  for  such  agency  in  the  more 
fanciful  spheres  of  our  drama  down  to  a  very  late  date  *. 

'  A  copj  of  this  exists  at  St.  John's  College,  Oxford.  T^ere  is  utother 
edition,  prioted  by  Robert  Wyer.  A  Tull  account  of  tiiis  play  by  Dr.  Bliss 
is  reproduced  by  Fairbolt  in  his  essay  on  Heywood  and  his  writings  in 
Ptny  Soeii^s  PKblitaliota,  vol.  xz  (1846;. 

'  Robert  Greene's  Dtbali  bituittH  Folht  and  Lov,  professedly  translated 
out  of  French  (printed  1581,  and  reprinted  in  Dr.  Grosart's  edition  of 
Greene's  Works,  jv.  45-333),  ciHtiprises  a  long  disputation  between  these 
peraonages '  of  their  power,  dignilie  and  auperioritie,'  followed  by  action. 
FoUy.haTingmade  herself  invisible,  puts  out  Love's  eyes,  and  Venus  carries 
the  complaint  of  Love  before  Jupiter,  who  appoints  Apollo  and  Hercuiy  as 
counsel.    They  make  long  spcMhes  full  of  ancient  instances,  and  Jupiter's 
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The  divinities  who  superintend  the  several  phenomena  of 
the  weather — Phoebus,  Saturn,  Aeolus,  and  Phoebe — prefer 
complaints  against  one  another  at  the  throne  of  Jupiter, 
who  thereupon,  through  Merry  Report,  the  '  Vice '  of  the 
play,  summons  before  the  supreme  tribunal  a  set  of  human 
witnesses,  types  of  classes  specially  interested  in  different 
sorts  of  weather,  such  as  the  Ranger,  the  Water-miller,  the 
Wind-miller.  The  variety  of  their  requests,  to  which  Jupiter 
undertakes  to  respond  one  by  one,  inasmuch  as  to  respond 
to  them  simultaneously  is  impossible,  proves  the  absurdity 
of  demanding  more  than  what  is  in  the  end  beneficial  to 
the  human  community  at  lat^e.  If,  as  Collier  suggests ', 
intended  for  a  court  show,  this  mythological  morality  was 
certainly  a  refined  as  well  as  genial  specimen  of  its  class. 

The  Play  of  Love,  of  which  the  extant  copy'  is  without  T/itPlay 
date,  was  perhaps  an  earlier  production  of  the  same  versatile  "^  °"' 
author.  One  may  best  compare  it  to  an  Italian  frottola, 
comprising,  as  it  does,  as  many  as  four  characters,  although 
the  contention  between  them  is  in  the  form  of  a  disputation 
rather  than  of  a  dramatic  action.  These  characters  consist 
of  'the  Lover  not  beloved — the  Woman  beloved,  not 
loving — the  Lover  beloved— and  one  Neither  lover  nor 
loved.'  This  last  unlucky  wight  makes  his  appearance  as 
the  Vice,  who  'cometh  in  ronnynge  sodenly  aboute  the 
place  among  the  audiens,  with  a  huge  coppyr  tank  on  his 
head,  full  of  squybs,  fyred,  crying  "  Watere,  water ;  fyre, 
fyre,  fyre  ;  water,  water  ;  fyre  ; "  till  the  fyre  in  the  squybs 
be  ^ent.'  A  certain  measure  of  action  is  thus  introduced, 
inasmuch  as  the  Lover  nervously  imagines  his  mistress  to  be 
aflame.  But  finally  argument  settles,  or  rather  harmonises, 
the  difficulty  in  dispute,  and  the  closing  speech  gives  a 
rel^ous  turn  to  the  sentiment  conveyed. 

The  ZHalogue  of  Wit  and  Folly,  in  conclusion,  of  which   Th, 
the  MS.'  likewise  bears  no  date,  is,  as  its  title  implies,  a  mere  ^^^ 
dialogue,  and  not  therefore  to  be  included  among  Heywood's  and  FoOy. 

sentence  is  poatiMnement,  Folly  to  undeitalce  the  guidance  in 
of  blind  Love. 
'  ii307. 

*  In  the  Bodleian.    It  is  described  at  length  hj  Fairholt,  h.  s. 

*  In  the  British  lluseum.     Reprinted  by  Fairholt,  h.  s. 
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dramatic  works.  The  disputation  on  the  question  whether 
the  life  of  a  wise  man  or  that  df  a  fool  be  superior  to  the 
other,  is  conducted  by  two  persons  named  John  and  James, 
and  decided  by  a  third,  bearing  the  authoritative  name  of 
Jerome.  The  piece  appears  to  have  been  recited  before 
the  king,  and  repeatedly  refers  to  his  majesty's  fool.  Will 
Somers  or  Summer,  as  illustrating  the  advantage  of  being 
unencumbered  by  either  understanding  or  education '. 
oilur  earfy  One  or  two  other  plays  may  be  conveniently  mentioned 
^"^ttdts  ^^^^'  which,  whether  or  not  designated  as  '  interludes '  by 
their  authors  or  printers,  can  hardly  be  classed  among  regular 
comedies,  and  exhibit  features  of  treatment  or  style  con- 
necting therowith  earlier  species  which  were  passing  away*. 
A  new  EnUrludi  called  Thersyles  *,  which  announces  its 
purpose  to  be  to  'declare  howe  that  the  greatest  boesters 
are  not  the  greatest  doers,'  must  have  been  first  performed 
in  or  very  soon  after  1537,  the  year  of  the  birth  of  the 
prince  who  afterwards  reigned  as  King  Edward  VI ;  for 
to  this  auspicious  event  the  play  expressly  refers  at  its 
close*.  As  it  was  printed  at  some  date  not  earlier  than 
1561,  it  may  have  been  revived  under  Queen  Elisabeth. 
Although  in  its  design  resembling  Heywood's  interludes,  it 
differs  from  them  both  in  its  method  of  treatment,  which 
is  that  of  a  rather  childish  kind  of  burlesque,  and  in  its 
style,  which  is  manifestly,  and  not  altogether  unsuccessfully, 
modelled  on  the  Skeltonical  *.  Although  the  chief  character 
bears  a  name  taken  from  classical  story,  and  there  is  some 
further  display  of  classical  learning,  the  fun  is  of  the  most 

'  Collier,  ii.  307-9.  This  dialogue  ends  in  an  epilog;ue  of  four  stanzas 
which  extol  the  king's  wit,  but  which  '  in  his  absens  are  voyde,'  i.  e.  to  be 
omitted. 

*  A  few  other  pieces  of  this  class  which,  however,  contain  so  large  an 
aUegoriol  element  as  to  admit  on  the  whole  of  being  reckoned  among  the 
morahties,  have  been  mentioned  »iU,  p.  149. 

'  Printed  in  Hazlitt's  Dodsliy,  vol,  i.  Both  this  and  the  following  play 
were  published  by  Hoslewood  in  i8ao,  with  an  Introduction,  reprinted  by 
Mr.  Hazlitt. 

'  '  Beseech  ye  also,  that  God  may  save  his  queen. 

Lovely  Lady  Jane,  and  the  prince  that  he  hath  sent  them  between.' 

*  CC  p.  109,  aitU,  One  of  the  speeches  of  Thersites  contains  a  long 
string  of  onomatopoeic  names,  in  the  fashion  which  lialfik  Roialtr  Ooisttruni 
other  comedies  took  over  from  the  moralities. 
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straightforward  kind,  and  occasionally,  as  observed,  borders 
on  the  infantile.  (Thersites  '  must  fight  with  his  sword 
against  the  snail,  and  the  snail  draweth  her  horns  in.') 
A  Hew  Enterlude  for  children  to  playe,  named  Jacke  Jug- 
gler S  on  the  other  hand,  though  intended  to  be  performed 
by  children,  is  extremely  gross  in  expression,  while  we 
must  grant  that  its  plot,  or  shred  of  a  plot,  is  a  most  inno- 
cent adaptation  of  an  original  very  differently  treated  by 
later  hands  *.  It  is,  in  point  of  fact,  taken  from  the 
AmpkitT^o  of  Plautus, '  without  the  part  of  Amphitnio'; 
and  resembles  those  '  drolls  '  of  a  later  period  which  consist 
of  a  farcical  episode  taken  from  a  play  of  established  repu- 
tation. The  hero  and  other  personages  bear  typical  names 
(Mayster  Boungrace,  Dame  Coye,  Ales  trype  and  go,  &c.)  ^. 
Of  a  far  more  advanced  kind  is  the  interlude  of  Calisio  and 
Meliboea  *,  printed  by  John  Rastell  about  1530,  with  a  long 
and  edifying  title  *,  for  which  it  seems  ungracious  to  have 
substituted  one  merely  conveying  the  origin  of  the  piece. 
But,  in  point  of  fact,  the  circumstance  of  this  origin  accounts 
for  the  relatively  developed  nature  of  both  action  and 
diction,  which  no  occasional  defects  of  detail  can  conceal. 
We  have  here  the  earliest  English  version  of  part  of  the 
Celestina,  the  significance  of  which,  althoi^h  here  reduced 
to  the  proportions  of  the  action  of  an  interlude,  seems  to 
anticipate  many  later  developements  in  the  history  of  our 
drama*. 

'  PriDted  in  Hulilt's  DodsUy,  vol.  i. 

•  See  below  as  to  Drydeo's  Amfih'tiyon. 

'     'And  ■  maid  we  have  at  home,  AliiOD  Trip-ind-go ; 
Not  all  London  can  show  such  other  two ; 
She  simpereth,  and  pranketh,'  Ac 
'  Reprinted  in  voL  i.  of  Hazlitt'a  Dodsl^. 

*  'A  xnv  cotHtdy  in  EnglisM  in  maHHtro/oH  inltriudt  right  lUganlandfiiH 
0/  Hittoric  ;  whiriiH  is  shrtotd  attd  dtstrtbtd  as  well  thi  btauly  and  good  proptr- 
Uta  of  vicmtH,  as  ituir  vias  and  ml  condilioHS,  m'l/i  a  moral  coHclHtion  and 
txhortation  to  virhit.' 

•Cr.  Klein,  iv.  591,  intheconaeiiOQ  between  the  Cf/rsAna  with  the  Italian, 
and  indirectly  with  the  English  romantic  drama.  As  (o  mere  diction,  1  con- 
tent myself  with  citing  a  passage  which  (quite  eariy  in  the  play)  expresses 
the  longing  of  Calisto  for  Ueliboea: 

'  Ob,  what  woeful  wight  with  me  can  compare  I 
TI14  thiral  0/  aoTDtB  u  my  itiixid  nitu 
Whieh  daily  I  drink  wilh  dKp  drauglils  of  cart.' 
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lagtimiTs  The  Disobedient  Child^,  an  interlude  by  Thomas  Ingelend, 
OMtf  (*#-  described  on  the  title-page  as  '  late  student  in  Cambridge,' 
fort  ,560).  where  he  appears  to  have  been  a  member  of  Christ's  College, 
may  probably  be  assigned  to  the  reign  of  Edward  VI,  or 
even  to  that  of  Henry  VIII;  but  it  was  not  printed  till 
1560,  and  concludes  with  the  praise  of  Queen  Elisabeth. 
I  mentibn  it  here,  because,  though  in  manner  belonging  to 
the  moralities,  and  introducing  the  Devil  with  his '  O,  ho,  ho, 
what  a  felowe  am  I,'  in  the  old-fashioned  style,  it  possesses 
a  real  dramatic  fable,  however  simple,  while  its  characters 
are  all  human  types,  not  personified  abstractions.  Its  story 
is  that  of  a  rich  man's  son  in  the  city  of  London,  who, 
instead  of  following  the  admonitions  of  his  kind  parent, 
leads  a  life  of  wantonness,  and  crowns  his  follies  by  an 
imprudent  early  marriage.  This  crime  brings  with  itself 
its  own  punishment  in  the  shape  of  a  shrewish  wife ;  and 
the  Prodigal  returas  repentant  to  his  father.  The  play 
straightforwardly  teaches  its  homely  lesson,  and  the  char- 
acters (including,  besides  fotber  and  son  and  the  youi^ 
woman,  a  priest,  and  as  comic  personages,  a  Man  Cooke 
and  a  Woman  Cooke)  are  distinctly  drawn.  But  the  whole 
manner  of  the  play  bespeaks  the  style  of  dramatic  compo- 
sition to  which  the  age  of  its  production  was  accustomed. 

There  can  be  no  doubt  that  so  soon  as  the  Interludes  of 
John  Heywood,  and  compositions  more  or  less  resembling 
these  in  kind,  had  established  themselves  in  popular  favour 
as  an  accepted  dramatic  species,  the  required  transition 
from  the  moralities  to  comedy  had,  to  all  intents  and 
purposes,  been  effected.  There  can  be  no  mistake  whatever 
as  to  the  facility  with  which  the  Interlude  might  have  been 
expanded  so  as  to  fill  the  larger  mould  of  comedy;  indeed, 
as  will  be  seen,  the  second  in  date  of  our  extant  English 
comedies  *  differs  from  such  a  piece  as  The  Four  I" s  merely 
by  its  larger  number  of  characters  and  by  its  rather  nearer 
approach  to  the  minimum  in  the  matter  of  plot.     In  the 

>  Edited  by  Haltiwell  for  the  Percy  Society  IPubliailioHs,  vol.  iiii). 
This  play  appears  Co  be  alluded  to  ia  Will  Summer's  sarcutic  remarks  oq 
'  the  prodigal  child  in  his  doublet  and  hose  all  greasy,'  in  Summtt's  Laat 
Will  and  Tislamml. 

'  See  below  as  to  Gamtar  Gntiim's  NaJlt. 
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meantime,  however,  a  direct  influence  from  the  outside  had 
actually  ripened  the  earliest  fruit  on  the  tree.  As  a  matter 
of  feet,  not  only  was  the  progress  of  English  comedy  from 
the  first  materially  facilitated  by  examples  from  other 
modern  literatures  which  the  Renascence  movement  had 
already  stimulated  to  efforts  in  this  branch  of  literature,  but 
its  own  actual  beginning  was  due  to  the  promptings  of  that 
movement  Yet,  while  so  much  is  admitted  as  indisputable, 
it  would  be  an  error  to  ignore  either  the  co-operation  of 
a  free  creative  spirit,  due  to  the  consciousness  of  the  national 
literary  developement  which  I  have  attempted  to  trace,  or 
the  circumstance  that  the  classical  examples  on  which  the 
earliest  English  comedy,  and  not  a  few  of  its  successors, 
were  immediately  modelled,  themselves  attested  the  in- 
forming power  of  a  similar  influence. 

Plautus  and  Terence,  with  whom,  like  the  Italian  before  pianius 
them,  our   English   comic   dramatists   were  broi^ht  into  ^^^ 
direct  contact  by  the  current  of  the  Renascence,  belonged  HtodtUof 
to  a  very  different  period  of  Roman  literary  and  social  life  ^^^^" 
from  that  in  which  Seneca,  the  direct  exemplar  of  modem 
tragedy,  had  his  beii^  ^.     It  is  true  that,  like  Seneca,  these 
writers  were  almost  entirely  indebted  to  Greek  originals 
for  their  subjects,  which  they  borrowed  all  but  exclusively 
from  the  masters  of  the  so-called  New  Comedy — Menander 
and  Philemon  in  particular — either  adapting  single  plays, 
or  '  contaminating,'  i.  e.  blending  into  one,  parts  or  portions 
of  sii^le  plays.    But,  in  the  first  place,  the  Roman  comoedia 
paUiata  was,  properly  speaking,  not  a  literary  imitation,  but 
the  Greek  comic  stage  bodily  transferred  to  Rome,  at  a  time 
when  its  productions  were  still  gratifying  Greek  audiences  as 
a  living  and  continuous  growth  '.     And,  again,  Flautus  at 
least  was  so  genuine  a  Roman  that  his  plays  without  effort 

'  Atttt.  p,  190. 

■  See  K.  O.  MflUer,  HiHoty  of  tk*  UitnUurt  of  Attdent  Gtttct  <En0!sh 
TrknsUtiop),  ii.  63.  Although  Henander  died  ms  early  as  991  b.  c,  and 
Philemon  (who  had  been  hii  contcinporaiy)  in  B6a,  yet  they  wereJdDowed 
by  a  younger  PhilemoD  and  other  comic  poets,  whose  plays,  inferior  examples 
of  the  same  school,  amused  the  Greek  public  by  the  side  of  their  own.  The 
dates  of  the  lives  of  Plautos  and  Terence  are  954-185,  and  193-160  b.  c. 
respectively. 
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adapted  themselves  to  the  atmosphere  in  which  they  were 
produced,  and  in  manner  and  style  presented  themselves  as 
thoroughly  Roman  and  thoroughly  popular.  Terence,  who 
was  bom  a  few  years  before  the  death  of  Plautus,  is,  to  be 
sure,  as  far  inferior  to  his  predecessor  in  comic  power  as  he 
excelled  him  in  refinement  of  manner  and  elegance  of 
form ;  yet  his  comedies  have  only  the  possible  faintest 
smell  of  the  lamp,  while  their  intrinsic  attractiveness  has 
left  them  in  little  need  of  changes  of  importance  at  various 
times  and  in  various  literatures  to  accompany  their  assump- 
tion of  the  garb  of  a  modem  tongue '.  Without,  then, 
dwelling  in  this  place  either  on  the  merits  or  on  the  short- 
comings of  these  two  poets,  whose  fate  (for  reasons  perhaps 
of  a  more  or  less  incidental  kind)  has  certainly  not  been 
undue  neglect,  we  may  regard  them  as  precursors  whom 
the  Italian,  and  afterwards  the  English,  comic  dramatists 
of  the  Renascence  age  might  easily  follow.  Now,  the  chief 
merits  of  these  Latin  adapters  of  the  New  Attic  Comedy 
consisted  in  a  deft  constraction  of  plots  and  in  a  diction  at 
once  terse  and  sententious.  Their  range  of  characters  was 
by  no  means  wide,  and  in  its  selection  of  types  illustrated 
the  decay  of  contemporary  Greek  civilisation,  rather  than 
the  still  aboundii^  vigour  and  solid  coherence  of  Roman 
public  and  private  life  *. 

*  The  EngliBh  adaptations  or  comedies  by  both  these  poeti  are,  as  is  well 
known,  eittremely  numerous ;  in  the  case  of  Terence  this  is  the  less 
astonishing,  when  we  note  the  long  series  of  English  Iranshitions  of  his 
play*.     (See  Halliweli's  DMonary,  sub  voc.  Adtlpkia  and  Etmudtua.') 

'  The  hoes  arc  welt  known  in  which  M.  Hanilius  {As^vnonaat,  v.  467- 
471)  summarised  these  types,  and  paid  ■  tribute  to  their  litenU7  creator 
Menander  as  an  artistic  painter  of  real  life  : 

'  Ardmlia  juvrtus,  ntptaiqui  in  amon  fiurtlaa, 
Elusosqui  Sims,  agilesgm  ptr  omnia  sttvos; 
Quiis  in  cuncla  suatH  prodtudl  samda  viiam 
Doctor  itt  urbt  sud  UngHat  sub  fion  Mtnandtr, 
Qui  vilaf  osUndii  vitatn,  ckartiiqut  sacraint.' 
I  venture  on  a  paraphrase  of  the  first  two  of  these  lines : 
'Young  men  in  love  the  livelong  day; 
f       Young  girls  with  whom  they  nin  away ; 
With  guardians  or.jjarent9  old, 
Of  tricks  the  victims  manifold; 
And  slaves  for  ever  oa  the  wing, 
Who  defUy  manage  everything.' 
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By  the  end  of  the  first  qiuirter  of  the  sixteenth  century,  in  Eng- 
Italian  comedy  had,  as  has  been  already  seen,  vindicated  ""  ' 
to  itself  an  independent  literary  existence  of  its  own,  while 
the  English  comic  drama  was  still,  as  it  were,  striving  by 
its  own  strength  to  free  itself  from  the  fetters  encumbering 
its  growth.  Yet  just  as  the  literary  parentage  of  our  earliest 
Et^lish  tr^edy  is  to  be  sought  in  the  tragic  poetry  of 
Seneca,  so  our  earliest  extant  English  comedy  is  a  direct 
imitation  of  the  comoedia  palliata  of  the  Romans,  without 
the  intervention  of  any  Italian  or  other  modern  agency.  We 
have  already  met,  in  the  case  of  the  interlude  Jack  Juggler, 
with  a  plot  borrowed  from  the  Amphiiruo  of  Plautus'.  A 
version  of  the  Andria,  under  the  title  of  Terens  in  English, 
was  printed  some  time  before  1530,  which,  although  not 
pretending  to  be  anything  more  than  a  translation,  expressly 
in^sts  on  the  expediency  of  English  plays  beii^  composed 
in  the  English  tongue,  and  moves  in  this  direction  by  intro- 
ducing occasional  allusions  to  things  of  its  own  day.  The 
authors  (for  there  was  more  than  one)  must  have  been  men  of 
taste  as  well  as  learning,  since  their  prologue  pays  a  tribute, 
which  recalls  that  of  Bulleyn's  celebrated  Dialogue,  to 
Chaucer  and  other  illustrious  English  poets*.  A  purely 
scholastic  purpose,  as  I  may  take  this  opportunity  of  notii^, 
was  that  of  the  English  version  of  the  Dutch  scholar  William 
FuUonius'  so-called  '  comedy,'  Acolastus,  printed  in  154O 
by  the  learned  John  Palsgrave,  who  was  one  of  the  earliest 
professors  of  modem  languages  in  England,  and  to  the 
excellence  of  whose  training  witness  was  borne  by  the 
linguistic  accomplishments  of  his  pupil,  afterwards  Queen 
Mary.  Acolastus  dramatises  the  parable  of  The  Prodigal 
Son,  but  its  purpose  was  more  restricted  than  that  of  even 
the  ordinary  scholastic  drama*.     For  the  translation  was 

'  Antt,  p.  949.  As  early  as  159a  Henty  VIII  had  provided  '  a  goodly 
coToedy  of  Plautua'  for  the  entertainment  of  certain  hostages  left  in  thb 
country  for  the  payment  of  the  indemnity  agreed  upon  as  the  condition  of 
the  restoration  of  Toumay  in  the  previous  year ;  but  inasmuch  as  these 
strangers  were  Frenchmen,  the  play  was  doubtless  acted  in  the  original. 
See  Collier,  i.  69. 

'  lb.  ii.  r)8  nott. 

'  I  remember  a  version  of  the  same  p«i»b1e  on  the  modern  stage  in  the 
fonn  of  a  melodrama,  by  the  late  Hr.  Edward  FitzbalL 
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arranged  '  after  such  maner  as  chyldeme  are  taught  in  the 

grammar-schole,  fyrst,  worde  for  worde,  as  the  Latyne  lyeth, 

and  afterwarde,  accordynge  to  the  sense  and  meanyng  of 

the  Latin  sentences,'  and  was  accompanied  by  a  variety  of 

mai^inal  'admonitions'  concerning  grammar,  diction,  and 

Tht  first      metre '.     A  very  different  significance  attaches  to  the  play 

'sn^ish       °f  which  I  am  about  to  speak,  although  its  author  was 

lat-dy.       likewise  a  schoolmaster,  whom  internal  not  less  cohclusively 

than  external  evidence  shows  to  have  intended  this  piece 

for  performance  by  his  pupils. 

udain  Nicholas  Udall,  the  author  of  Ralph  Roister  Doister,  is 

R^tr        known  to  have  been  head  master  of  Eton  School  during 

Doisi^        the  years  1534-41.      He   had   been   educated   at   Corpus 

■353).  Christi  College,  Oxford,  where  hb  Lutheran  views  had  for 

several  years  delayed  his  proceeding  to  the  M.A.  degree. 

Already  previously  to  that  period,  his  literary  pretensions 

must  have  been  well  known,  or  he  would  not  have  been 

associated  with  his  Oxford  contemporary  John  Leland  in 

the  composition   of  a  p^eant  designed  to  celebrate  the 

entry  into  London,  after  her  marriage,  of  the  new  Queen 

Anne  Boleyn '.    In  the  following  year  he  published  a  Latin 

anthology,  which  included  three  comedies  of  Terence.     It 

would  be  futile  to  discuss  the  scandals  connected  with  his 

dismissal  from  Eton,  followed  by  his  consignment  to  the 

Marshalsea  prison.     He  seems  afterwards  to  have  been  for 

a  time  vicar  of  Braintree  in  Essex.     His  most  important 

literary  production,  the  Translation  of  Erasmus'  Paraphrase 

of  St.  Luke,  was   dedicated   to   Henry  VIII's   last,  and 

Protestant,  Queen  ;  but  in  the  tripartite  Introductum  to  the 

Gospels,   published  by   him  under   Edward  VI,  he  found 

occasion  to  pay  a  fervid  tribute  of  praise  to  the  Princess 

Mary,  who  had  in  her  turn  translated  the  Paraphrase  of  the 

Gospel  of  St.  John.     Our   literary   history,  as   has   been 

already  seen  in  the  case  of  John  Heywood,  shows  how  our 

*  See  [be  eUborate  title  of  this  curious  publication  in  HHlIinell's  Didiot\ary 
of  Old  EttgUsh  Plays.  Palsgrave's  treatise,  L' EadairciaiitMott  dt  la  iangut 
Franfoat,  was  printed  by  Pynson  in  1530  (Wartan,  iv.  335). 

*  See  Collier,  ii.  353,  for  an  extract  from  this  pageant,  offering  to  Queen 
Anne  the  lame  bjiperboUcal  tribute  as  that  paid  to  her  daughter  Queen 

ii  at  the  daae  of  T^  Arra^HHuni  <^  Parts. 
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Tudor  sovere^s  at  times  rewarded  attachment  to  their 
Tamily  without  too  close  a  personal  enquiry,  and  Udall 
seems  to  have  known  how  to  please  the  whole  dynasty  in 
turn.  Under  Edward  VI  he  was  presented  to  a  preben- 
dary's stall  at  Windsor,  and  to  a  rectory  (Calboume)  in  the 
Isle  of  Wight.  Under  Mary  he  is  officially  named  as  one 
of  the  Queen's  purveyors  of  dramatic  entertainments,  who 
set  forth  in  her  presence  both  dialogues  and  interludes ;  so 
that  the  tragoedia  de  Papalu,  which  Bale  in  1548  notes  him 
as  having  composed,  must  have  been  overlooked  in  con- 
sideration of  his  dramaturgic  capabilities,  as  well  as  of  his 
scholarly  reputation.  In  1555,  or  pos^bly  even  a  year  or 
two  earlier,  he  was  headmaster  of  Westminster  School,  and 
at  Westminster  he  died  in  1556.  His  play  called  Ezeckias 
in  English,  doubtless  founded  upon  2  Kings  xviii-xx, 
which  was  performed  before  Queen  Elisabeth  at  Kill's 
College,  Cambridge,  on  hqr  visit  to  the  University  in  1.564, 
was  therefore  a  posthumous  work '. 

The  supposition,  generally  entertained,  that  Udall  wrote 
Ralph  Roister  Doister  for  performance  by  the  Eton  boys 
during  his  tenure  of  the  headmastership  of  this  school, 
would  fix.  the  date  of  our  earliest  English  comedy  between 
the  years  1534  and  1541  *.  This  supposition  derives  colour, 
not  from  the  accidental  fact  that  the  single  old  copy  of  the 
play  extant  was  in  1818  presented  to  Eton  College  Library, 
but  from  the  explicit  statement,  cited  by  Warton  from  the 
Eton  Consuetudinary  drawn  up  about  the  year  1560,  that 
in  addition  to  the  best  and  most  suitable  plays  being 
publicly  acted  by  the  Eton  boys  in  the  Christmas  holidays, 
plays  written  in  English  were  occasionally  exhibited  by 
them,  when  any  were  to  be  found  of  sufficient  wit  and 
attractiveness  '.     But  recent  researches  have  established  on 

■  Aa  to  EMthuit,  tee  Collier,  i.  183.  For  the  data  of  Udall's  life,  see 
W.  D.  Cooper's/mywAK«>i7  tfnoaV,  H.S.,  andcf.WaitoD.  iii.  3o8«<a/.,  and 
Professor  J.  W.  Halea,  TA*  Dalt  of  lit  Fint  E-gluA  Cotifdy,  in  Engliah* 
Stiulim  (1893)-  '  Nicolas  Yevedall '  WM  registered  aa  buried  in  St  Mar- 
garet's parish,  od  December  03,  1556. 

'  It  nas  some  lime  before  1543  that  Thomas  Tusser,  the  author  of  Fivt 
Hundnlh  PoiitUa  1^  Good  Husbaidrit.  waa  at  Eton,  and  received  from  Udall 
the  flogging  of  fifty-three  atripea  recorded  by  him  in  the  Author' a  Liji. 
See  Warton,  iv.  aaa.  '  Warton,  it.  30B. 
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direct  evidence  of  a  very  striking  character  the  extreme 
probability  that  the  play  was  written  in  1552  or  1553,  in 
which  case  there  is  every  likelihood  that  it  was  composed  by 
Udall  for  performance  at  Westminster  School,  either  during 
or  just  before  his  tenure  of  the  head  mastership  there,  which 
may  have  commenced  as  early  as  the  latter  of  the  two 
above-mentioned  years  ^  And  it  has  at  the  same  time  been 
E^owD  to  be  even  less  open  to  dispute  that  the  comedy 
cannot  have  been  written  before  1546,  inasmuch  as  it  con- 
tain; a  number  of  more  or  less  unmistakeable  coincidences 
with  John  Heywoods  Proverbs,  which  were  published  in 
that  year  ^.  The  result  seems  to  be  that  the  date  of  our 
earliest  Ei^lish  comedy  falls  bX  least  eleven  years  later 
than  has  hitherto  bees  jissumed,  and  therefore  in  closer 
proximity  to  those  of  its  next  successors. 

Ralph  Roister  Bolster^  is  an  adaptation  of  the  Miles 
Gloriosus  of  Plautus,  itself  in  all  probability  an  adaptation 
from  Menander,  from  whose  Colax  Terence,  in  his  Eunvckus, 
borrowed  the  figures  of  Thi-aso  the  soldier  and  Gtiatho  the 
parasite  *,  But  although  both  Plautus  and  Terence  are  duly 
mentioned  in  the  prologue,  the  scene  of  the  action  is  laid 
in  London,  and  the  characters  were  doubtless  both  intended 
and  represented  as  types  of  contemporary  manners.  Thus, 
though  both  the  literary  origin  of  the  play,  and  the  '  mirth 
with  modesty'  which  it  preserves  through  all  its  rollicking 

'  See  Hales,  «.  j.  The  third  edition  of  the  Rult  of  Rtason,  by  Thoouu 
Witson,  ui  old  pupil  of  Udall's,  published  in  1553  (or,  though  leas  probably, 
in  1554],  makea  use  of  Ralph  Roister  Doister's  celebrated  mispunctuated 
love-letter  to  Mistress  Custance  for  the  purpose  of  illustrating  '  antiquity.' 
The  fint  and  second  editioDa  of  the  same  book  (1550-T  and  1553)  do  not 
coptain  this  reference.  The  obvious  conclusion  is  strengthened  by  the 
posubility  of  an  allusion  in  the  play  to  another  of  Wilson's  works,  the  Art 
of  Rhttorie,  of  which  Udall,  who  contributed  commendatory  verses  to  Jl, 
certainly  knew  in  1553,  the  year  of  its  publication. 

*  I  do  not  refer  to  Professor  Hales'  additional  argument  from  the  dates  of 
the  Usury  Acts  (1546  or  155a),  which  appears  to  me  less  convincing.  Taken 
as  a  whole,  his  demonstration  is  irresistible. 

'  Printed  by  F.  Marshall,  i8ai,  edited  for  the  (old)  Shakespeare  Society, 
with  Introductory  Memoir,  by  W.  D.  Cooper,  1847  ;  again  reprinted  In 
Arber's  Englisk  Riptmtt,  1869,  and  in  vol.  iv.  of  Hazlitt's  Doddty. 

*  The  notion  of  profeasiooal  milituy  arrogance  U  better  suited  to  th« 
Hacedonian  period  of  Greek  than  to  any  age  of  Roman  hiatoiy  before  tbe 
avil  Wan. 
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fun,  mark  it  as  an  example  of  the  scholastic  drama,  intended 
for  the  delectation  of  a  special  kind  of  audience,  it  is  to  all 
intents  and  purposes  a  popular  play,  resting  its  effects 
broadly  and  directly  upon  its  genuine  comic  qualities. 

The  names  of  the  dramatis  personae  are  onomatopoeic, 
i.  e.  they  are  made  to  suit  the  characters,  after  a  fashion  of 
which  we  have  already  met  with  abundant  examples.  The 
hero's  name,  which  recurs  in  a  morality  of  rather  later 
date '  and  elsewhere,  signifies  swag^rer ;  and  the  type ' 
became  a  standing  one  on  the  stages  of  most  modem 
nations.  He  is  a  vain-glorious,  cowardly  blockhead,  of 
whom  the  Pyrgopolinices  of  the  Latin  comedy  is  the  precise 
prototype.  Matthew  Merygreeke  {who  opens  the  play  with 
an  account  of  his  skill  in  the  art  of  livii^  at  the  expense 
of  somebody  else,  into  which  he  introduces  a  whole  gallery 
of  alliterative  shadows')  is  the  Artotrogos  or  Loafer  of 
Plautus,  the  standing  figure  of  the  parasite  in  Greek 
New  Comedy  and  its  Latin  reproductions.  His  name  was, 
or  became,  proverbial  for  proficiency  in  the  kind  of  talk 
which  is  the  stock-in-trade  of  such  hangers-on  *.  Besides 
these,  there  are  Gawyn  Goodluck,  Tristram  Trusty,  Dobinet 
Doughty,  Harpax,  Truepenny,  Sim  Suresby,  Dame  Christian 
Custance  (Constance),  the  heroine-— too  pretty  a  name  for 

'  Ulpiao  Futwel's  USu  wOl  ft>  LOi  (156S).     Cf.  anta. 
*  Narei  quotes  from  the  Mirror /or  Magistrelta : 

'  In  peace,  at  home  they  swear,  stare,  foUC,  roist,  fif^t  and  jar.' 
Cf,  the  French  rvaht. 

■  'Hy  living  lieth  here  and  there,  of  God's  grace,         * 
Sometime  with  this  good  man,  sometime  in  that  jdace ; 
Sometime  Lewis  Loytrer  biddeth  me  come  near ; 
Sometime  Watkin  Waster  maketh  us  good  cheer; 
Sometime  Davy  Diceplayer  when  he  hath  well  cast 
Maketh  revel  rout,  as  loog  as  it  will  last; 
Sometime  Tom  Titivile  maketh  us  a  feast ; 
Sometime  with  Sir  Hu^  Pye  I  am  a  bidden  guest; 
Sometime  at  Nickol  Neverthrtve's  I  get  a  sop ; 
Sometime  I  am  feasted  with  Bryan  Blinkinsoppe  ; 
Sometime  I  hang  on  Hankin  Hoddydodie's  sleeve. 
But  this  day  on  Ralph  Royaler  Doyster'a,  by  his  l«Bve,'  8k. 
I  have  quoted  the  passage,  in  order  to  show  once  again  how  near  our  txAj 
comedies  are  in  manner  10  the  later  moralities. 

'  Dick  Litchfield,  the  Tiinity  baiber,  to  whom  Nashe  dedicates  his  enter- 
taining tractate,  Hant  niAA  ytm  lo  Saffron  WaldtM,  is  there  described  as 
'a  rare  ingenuous  oldmcny  Greeke'  (Nashe'it  Worit,  ed.  Grosait,  iiL  41). 
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the  swaggering  Ralph  to  hang  his  erotics  on ' — and  the 
less  attractive  trio  of  Madge  Mumblecheek,  Tibet  Talkapace, 
and  Annot  Alyface.  The  dialogue  carried  on  by  these 
worthies  is  vigorous  in  texture  and  interlarded  with  an 
unconscionable  number  of  strange  oaths,  but,  in  accordance 
with  the  author's  promise,  free  from  a  worse  kind  of  inde- 
cency. The  lyrics,  too,  for  which  this  early  comedy,  as  well 
as  Gammer  Gurton's  Needle,  freely  found  room,  thereby 
setting  an  example  of  some  importance  to  the  later  drama, 
although  they  cannot  lay  claim  to  elegance,  are  harmless  in 
tone.  The  construction  of  the  plot  is  both  ingenious  and 
clear  ;  and  the  device,  already  noticed,  of  the  letter  which, 
through  the  parasite's  6Jse  interpunctuation,  conveys  to  the 
heroine  the  directly  opposite  meaning  to  that  which  his 
master  intended  it  to  bear,  is  amusing  enough,  even  though 
the  trick  may  slightly  smack  of  the  schoolroom  *.  A  bit 
of  broader  fun,  and  one  that  doubtless  commended  itself 
highly  to  the  Westminster  actors,  is  the  free  fight  between 
the  men  and  the  women*.  At  the  end,  all  the  characters 
unite  in  a '  tag '  in  honour  of  Queen  Elisabeth,  not  forgettii^ 
to  dwell  upon  her  royal  task  of  protecting  the  Gospel ;  this, 
however,  must  in  any  case  have  been  a  later  addition, 

A  comparison  between  this  comedy,  written  by  a  school- 
master for  schoolboys,  and  its  first  known  successor,  will 
show  that,  like  Gorboduc,  when  compared  with  Apius  and 
Virginia  or  Cambises,  Ralpk  Roister  Bolster  has  already 
with  true  academical  freedom  cast  off  certain  of  the  tradi- 
tions still  slalHshly  obeyed  by  the  writers  of  plays  designed 
to  win  the  favour  of  an  ordinary  audience.     This  implies 
a  testimony  to  the  liberating  spirit  of  the  Renascence,  in 
'  'Christian  Cu9tance  have  I  found  ; 
Chmdui  Custance  have  I  found  ; 
A  witiow  with  a  thousand  pound ! 
I  maun  be  married  a  Sunday.' 
'  The  same  bamourous  nation  constitutes  the  fun  of  the  Prologue  to 
the  Tradesmen's  Play  in  A  MtdsHmmtr  Nighfs  Dmm,  the  speaker  of  whi<^ 
does  not '  stand  upon  points,  rides  his  prologue  like  a  rough  colt,  and  minds 
not  the  Btops,' thereby  effectually  mangling  the  meaning  of  bis  text,  'nothing 
impaired,  but  all  disordered.' 

*  Rapp  {EngUsdes  Thtattr,  p.  ia6)  has  pointed  out  the  resemblance  of 
this  ef^Kxle  to  an  infinitely  funny  (and  alsa  infinitely  coarse)  passage  in 
Arislophanea'  LysUtrvla. 
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a  quarter  where  at  first  sight  the  operation  of  its  influence 
naigtt  have  not  been  expected  to  go  beyond  the  mere 
imitation  of  ancient  models.  In  literary  as  in  historical 
movements,  the  school  or  the  academy  not  unfrequently 
anticipates  the  market-place ;  their  habitual  failing  lies  in 
too  close  an  adherence  to  their  own  first  estimate  of  the 
required  measure  of  reform,  in  their  unresponsiveness,  in 
other  words  to  the  ever-fresh  demands  of  life. 

MisogonuSy  which  a  singularly  convincing  piece  of  internal  ilisoaonu) 
evidence  proves  to  have  been  written  as  early  as  1560',  ^'5™)- 
although  the  date  of  the  MS.  in  which  it  is  preserved  to  us 
falls  as  late  as  1577,  may.in  the  opinion  of  a  high  authority*, 
claim  to  rank  as  our  earliest  Engli^  comedy.  It  must, 
however,  be  later  in  date  of  composition  tiMiR  Ralph  Roister 
Deister,  even  on  the  hypothesis  adopted  above ;  while 
(which  is  of  more  real  importance)  it  contains  a  more 
considerable  admixture  of  the  manner  of  the  moralities,  so 
far  as  can  be  judged  from  the  copious  extracts  of  the  play 
printed  by  Collier'.  Rather  pedantically  introduced  by 
a  prole^e  spoken  by  an  actor  in  the  character  of  Homer, 
the  action  of  the  play  is  simple,  and  the  versification 
ordinarily  in  long  four-line  stanzas.  Among  the  characters, 
which  bear  Greek  or  Latin  names  indicative  of  their 
qualities,  the  most  notable  is  the  Vice  of  the  play,  who 
describes  himself  in  a  long  speech,  in  Skeltonical  verse,  at 
a  domestic  fool  out  of  place  1 

'  Small  wages  I  will  aske  ; 

A  cap  only  once  bith'  yeare. 

And  some  prcty  cullerd  geaie, 

And  drink  whetise'er  I  wull, 

And  eat  my  belly  full.' 
His  ordinary  name  is  Cacurgus,   but  in  allusion  to  King 
Henry  VIII's  jester  he  is  by  himself  and  others  frequently 
called  '  Will  Summer  *.'     While  there  seems  no  reason  for 

■  A  refercDCe  to  the  '  ruing  rection  i'  the  north,'  aa  having  occurred 
twenty-fonr  year*  before  the  date  of  the  play.  Ttie  aJluuon  must  be  to  the 
Pilgrimage  of  Grace  (1536). 

■  Fleay,  Hiaiarj  ofUu  Slagr,  \.  58,  '  "■  369  «»». 

*  '  Ha,  ba  I  Dow  will  I  goe  playe  WiU  Sommer  agayne. 
And  acme  as  verie  a  gose  as  I  was  before.' 
S  3 
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ass^ing  the  authorship  of  this  play  to  one  Thomas 
Rychardes,  who  wrote  the  prologue,  I  cannot  think  that 
a  sufficient  case  is  made  out  by  Mr.  Fleay  for  assigning 
it  to  Richard  Edwardes,  or  for  supposing  that  a  polemical 
intention  connects  Misogonus  with  the  play  designated  as 
the  first  English  comedy '.  For  the  rest,  inasmuch  as 
the  scene  of  Mtsogonus  is  laid  in  Italy,  and  the  name 
of  laurentius  Bariiuna  [sic]  is  mentioned  on  the  title- 
page,  this  piece  may  be  based  on  some  Italian  work  or 
drama.  It  is,  however,  written  in  a  bitterly  anti-Fapal 
spirit. 
smrs  (!)  Gammer  Gurton's  Needle^,  long  r^^rded  as  the  earliest 

GmiotFs      °^  ^'  English  comedies,  was  printed  in  1575,  with  a  state- 
Nndu         ment   that  it  had  been  acted  '  not   long  ago   in   Christ's 
ifr-  'SiSi-    College^   Cambridge.'      Its    authorship    is    attributed,  on 
evidence  which  cannot  be  deemed  quite  conclusive,  to  Dr. 
John  Still,  a  scholar  and  ecclesiastic  of  some  distinction'. 
He   was  in   turn   Lady   Margaret   Professor  of   Divinity 
(succeeding  Cartwright,  to  whose  tenets   his   own  were 
directly  opposed),  and   Master  of  St.  John's  and  Trinity 
Colleges,  Cambridge,  and  died  as  Bishop  of  Bath  and  Wells 
in  1607.     A  lare  charm  appears  to  have  attached  to  his 
.    personality,  as  one  combining  moral  force  with  intellectual 
culture  *,    He  was  in  any  case  a  remarkable  man,  belongii^ 
to  a  phase   of  the  English  Reformation  and  Renascence 
distinct  from  Udall's,  with  whose  name  his  own  is  brought 
into  so  close  a  contact  in  the  history  of  our  drama.     The 

>  Cf.  OMlt,  p.  91 1,  tmlr  a. 

■  printed  in  Dodslejr's  Old  Pli^,  voL  ii^  and  in  vol.  iv.  of  Haditt's 
DoMty. 

'  See  Fleay,  Etiglish  Drama,  ii.  353,  354,  ea  Co  the  doubtfuIncBS  of  tile 
claim.  From  a  passa^  in  Marlm  Matprtlalt'a  Episllt  (1588),  it  would  appear 
that  Dr.  Bridges,  Dean  of  Salisbuty.  the  author  of  Tht  Dfftna  of  Church 
Goatrnmtnt,  attacked  in  that  cdebrated  libel,  had  been  supposed  to  be  the 
author  of  this  plaj*.  But  M.  H.  holds  that  the  internal  evidence  of  'some 
witte  and  invendon'  in  it  disproves  the  supposition.  See  EpislU,  p.  13 
(^n'liH  Trutta  edition,  1843)  ;  and  cf.  an  allusion  in  the  Epitotnt,  p.  55. 

*  Of  '  Divine  Still '  there  is  a  sympathetic  biographical  sketch  in  A  Bruf 
Vuw  0/ Iht  Stall  qf  th*  Church  of  England,  by  Sir  John  Harington,  whom 
Still  examined  for  his  B.A.  degree.  See  Nugtu  AHh'gnat,  ed.  Park,  ii.  157 
Mf  7.  Cf.  as  to  the  facts  of  his  career,  Mullingcr,  Hulory  of  tht  Umvtrsily  of 
Candmdgi,  ii.  964-367. 
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performance  of  Latin  plays,  both  tragedies  and  comedies, 
had  become  frequent  in  the  Er^Iish  Universities  by  the 
time  of  the  production  of  Gammer  Gurton's  Needle  in 
a  Cambridge  college  hall ;  and  it  is  curious,  though  not  in 
any  way  contradictory  to  the  supposition  of  authorship  of 
an  English  academical  play  seventeen  years  before,  that 
during  Dr.  Still's  Vice-Chancellorship  in  1593,  he  headed 
a  supplication  to  the  Queen,  requesting  that  a  Christmas 
play  ordered  by  Her  Majesty  from  Cambridge,  in  conse- 
quence of  the  Plague  having  rendered  impossible  a  per- 
formance by  her  own  actors,  should  be  in  Latin,  as  '  more 
beseeming  the  students,'  there  being,  moreover,  no  Ei^Usb 
plays  at  hand  ^. 

The  chief  difference  between  Ralph  Roister  Deister  and 
Gammer  Gurtoiis  NeedU,  which  undoubtedly  marks  an 
advance  on  the  part  of  the  latter  play,  lies  in  the  fact  that 
its  plot  is  so  far  as  we  know  of  original  inventipn.  It  is,  to 
be  sure,  not  only  slighter  than  that  of  the  adapted  comedy, 
but  on  the  whole  childish  in  its  general  texture.  At  the 
same  time  the  central  notion  of  basing  the  action  on  the 
fortunes  of  an  inanimate  piece  of  goods  is  felicitous  in 
conception,  and  not  without  noteworthy  analogues  in  later 
dramatic  literature*.  In  other  respects  Gammer  Gurtot^s 
NeedU  compares  by  no  means  favourably  with  its  pre- 
decessor. Its  plot  is  slighter,  and  its  lai^uage  coarser, 
than  those  of  the  earlier  play.  All  the  characters,  gaffer 
and  gammer,  priest  and  justice,  talk  in  the  same  unelevated 
strain.  The  parson  is  particularly  wanting  in  refinement, 
and  is  treated  with  the  most  undi^uised  contempt  both 
by  characters  and  by  author.  Diccon  {i.  e.  Richard)  is  tfie 
evil  genius  of  the  action,  whose  machinations  create  every 

■  Collier,  i  084.  The  excuse  appean  to  bave  b«:eii  ungraciously  received, 
and  a  foatt  (or  no»-posai)  of  Cambridge  studeoU  was  ordered  to  Ozlbrd,  to 
witnem  the  superior  facilities  of  the  aister  univemty. 

■  Two  occur  to  me  in  Gemuul  :  the  charming  rustic  comedy  of  D*r 
MtbnAtnt  Krug,  by  that  true  dramatic  genius,  Heinrich  von  Kleist,  and 
Platen's  Aristophanie  burlesque  on  the  Destiny- tragedies,  DU  vtrkOi^mst- 
volU  Gabtl.  V.  Sardou's  capital  comedy,  so  well  known  lo  English 
audiences  through  its  adaptatian,  A  Semp  of  Paftr,  partakes  of  the  same 
character;  to  the  Chinese  judicial  dramas  of  the  type  oi  Tkt  SptaJmg  Phlltr 
(Klda,  iii  478,  479)  it  may  be  well  to  rerer  with  more  difBdence. 
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succes»ve  complication,  but  wbo  in  the  end  is  subjected  to 
a  merely  mock  penalty.  He  is  of  course  merely  the  Vice 
of  the  old  moralities  slightly  modified.  The  diction,  which 
is  held  to  be  in  the  Midland  dialect,  seems  more  antiquated 
than  that  of  Ralpk  Roister  Doister.  The  touches  of  humour 
are  only  occasional ',  and  it  has  been  not  unjustly  remarked, 
that  the  song  in  praise  of  ale,  which  is  still  occasionally 
heard  in  convivial  spheres  ('  Back  and  syde  go  bare,  go 
bare,'  &c.),  is  the  b^  thing  in  the  play.  It  is,  however, 
merely  an  adaptation  of  an  older  original  \ 

The  scene  of  Misogonus,  as  we  saw,  was  laid  in  Italy,  and 

there  are  other  indications  that  the  story  of  this  play  was 

Gastoiene's  of  Italian  derivation.     That  the  English  comic  stage  was 

(a^toT*^      beginning,   like  the  tragic,  to  turn   its  attention   in  this 

1566).         direction,  is  however  proved  with  certainty  by  George 

Gascoigne's  Supposes^  {acted  at  Gray's  Inn  in  the  same  year 

as  his  locasta,   1566).     This  comedy  is  a  translation  of 

/  Suppositi  of  Ariosto,  acted  in  1519  *.    The  literary  genius 

of  the  author  of  the  SteeU-glasse,  one  of  our  most  effective 

didactic    satires,   was   well    employed   in   reproducing,   in 

flowing  and  facile  English  prose,  the  liquid  iambics,  with 

a  dactyl  at  the  end  of  the   line,  of  his   Italian   original. 

Gascoigne's  cleverness  as  a  translator  is  manifest  already 

from  the  Prologue  or  Ailment,  which  plays  with  graceful 

lightness  on  the  title  of  the  comedy  '.     Its  fable  is  a  very 

*  £.;.  in  Hodge's  account  to  tbe  vicar  of  the  grievaDce  orthe  lost  needle, 
where,  lAer  tbe  manner  of  the  uneducated  of  all  times,  he  cannot  bring  out 
a  single  dauae  without  the  support  of  an  expletive : 

'  Uj'  Gammer  Gurton  here,  see  now, 
Sat  her  down  at  the  door,  see  now. 
And  as  she  began  to  slisher,  see  now. 
Her  needle  fell  an  the  floor,  see  now. 
And  while  her  staff  she  took,  gee  now. 
At  Tyb  her  cat  to  Qing,  see  now. 
Her  needle  was  lost  in  the  floor,  aee  now, 
Is  not  this  a  wondrous  thing,  sec  now.' 

*  See  Warton,  iv.  159. 

*  Printed  in  Hawkins's  Origiti  of  tlit  English  Dnima,-vi\.  iji. 

*  For  a  notice  of  the  performance  of  /  SK/t^os'A' at  Rome,  see  Gregorovius, 
GtaMditt  dir  StaJt  Rom  im  Millilalttr,  viii.  350. 

*  '  I  suppose  70U  are  assembled  here,  supposing  Co  reap  the  fruit  of  my 
travails ;  and,  to  be  plain,  I  mean  presently  to  present  you  vith  a  comedy, 
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ingenious  combination  of  Terence  and  Plautus,  and  sug- 
gested to  Shakspere  part  of  the  plot  of  his  Tamirig  of  ike 
Skrnv,  as  well  as  (possibly)  the  name  Petruchio. 

Italian  plays  and  novels  were  now  largely  resorted  to  by  o/ktrraHy 
the  writers  of  English  comedies;  in  his  School  of  Abuse  fj^i^^^   "" 
Gosson  mentions  Captain  Mario  as  a  '  cast  of  Italian  de-   Classical, 
vises';  and  in  the  list  of  plays  acted  at  Court  from  1568  to  ^j,^^™ 
15S0  we  recognise  the  influence  of  Italian  reading.     Native 
subjects  were   however   also  treated — ^the  History  of  the 
Collier  is  of  course  a  dramatic  representation  of  the  famous 
Croydon  worthy*;   and  the  hero  of  TooUy  (1576)  was 
possibly  the  player  of  that  name.    At  the  same  time  English 
writers  continued   to   resort  directly  to  Classical  sources. 
A  Historie  of  Error,  which  may  have  been  the  foundation 
of  Shakspere's  Comedy  of  Errors,  was  acted  at  Court  in 
1577,    and    was    possibly,    like    the    Shaksperean   piece, 
founded  on  that  Plautine  comedy,  the  Menaechmi,  which 
has  produced  so  endless  a  crop  of  imitations*.     In  1595 
was    printed    the   Menaechmi   taken  out    of  Plautus,  by 
'  W.  W.*  (at  one  time  supposed  to  have   been  William 
Warner),  who  states  that  it  was  by  him  '  chosen  purposely 
from  out  the  rest,  as  least  harmefull,  and  yet  most  delight- 
full';    while  in   the  previous   year   was   printed  that  old 

CkDed  Sufpoaa;  the  vciy  name  whereof  ma^,  peradveiiture,  drive  into  eveiy 
of  your  heads  a  sundry  suppose,  to  suppose  the  meaning  of  Our  supposes,' 
Ac.      Cf.    Klein,  iv.  396  stqq.,    for  an  analysis   of  Ariosto's   play.      As  to    ' 
Gsscoigne's  strange  and  by  nomeans  wholly  reputable  personal  and  literary 
career,  see  Fleay,  EngtisM  Dmma,  i.  037  stqq. 

'  Possibly  this  was  UlpianFnlwell'a  morality,  (jltitt,  p.  t^)  The  extant 
play  of  Glim  fit  CoIUrr  of  Croydon  is  stated  to  have  been  printed  under  the 
name  of  Tkt  Drvd  and  Ait  Dam»  in  1600,  and  is  assigned  by  Fleay,  Englis/i 
Druma,  L  1173,  to  William  Hau^ton.  It  was  probably  written  at  an  eadier 
date,  subsequently,  however,  to  the  publication  of  the  Fairu  Quam.  See 
Hazlitt's  Dodsley,  voL  viii. 

■  The  MmatchHti  at  PEautus  is  itself  from  a  Greelc  original,  of  which  the 
title  was  doubtless  AfSufiw,  like  that  of  all  Greek  comedies  turning  on  the 
deceptive  likeness  of  twins.  Plays  of  this  name  by  not  less  than  six  authors 
are  actually  mentioned.  The  varisliona  of  the  same  idea  in  both  ancient  and 
modem  plays  are  too  numerous  for  mention.  See  ^nx.,EiKUilwtgmaiagw. 
KomSdim  dt$  Planhis,  Bd.  iii.  He  consider  that  the  author  of  the  play 
imitated  by  Plautus  wa*  not  Epichannua,  as  used  to  be  supposed,  but 
Posidippus;  Teuffel,  however  (Hisk»y  0/ Roman  LHtraturt,  Engl,  tr.,  1, 
ISO),  holds  that  this  conjecture  is  likewise  extremely  doubtful. 
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Taming  of  lh$  Shrew,  of  which  the  main  action  was  in 
some  way  derived  from  a  novel  of  Straparola  (1^5^)1  <^d 
which  was,  with  altered  names  and  scenes  (for  it  plays  at 
Athens),  at  a  doubtless  early  period  of  his  career  adapted 
by  Shakspere '.  The  beginnings  of  romantic  comedy  were 
foreshadowed  by  such  a  play  as  The  Rare  Triumphs  of 
Love  and  Fortune  (printed  in  1589),  a  court  entertainment 
presented  before  Queen  Elisabeth,  and  consisting  of  a  mytho- 
It^ical  Induction  and  an  action  apparently  founded  on  some 
Italian  tale;  but  to  this  play  I  shall  immediately  have 
special  occasion  for  returning.  A  mere  reference  to  these 
examples  of  the  variously  derived  themes  of  our  early 
English  comedies  must  suffice  for  our  present  purpose. 

Thus  easy  and  natural  had,  with  the  animating  aid  of 
Classical  and  Italian  models,  proved  the  transition  from  the 
moralities  to  comedy  in  England.  Flexible  by  its  nature, 
this  branch  of  dramatic  literature  sprang  into  vigorous  and 
varied  activity  almost  immediately  after  it  had  been  called 
into  being;  and  in  reviewing  its  further  progress  we  shall 
find  one  of  our  chief  difficulties  in  having  to  select  out  of 
a  superabundance  of  productivity  those  authors  and  works 
that  possess  a  distinctive  significance. 
Summaty  Henceforth  then,  in  treating  of  the  pn^ress  of  our 
btgi^mttga  dramatic  literature,  I  shall  endeavour  to  confine  my  remarks 
ofEt^Uih  to  works  of  literary  mark  or  special  historical  interest  In 
''"^y  the  present  chapter  I  have  sought  to  trace  the  beginnings  of 
the  regular  English  drama  in  its  two  species  through  their 
connexion  with  earlier  forms  of  native  dramatic  com- 
position, and  with  Classical  and  Italian  models.  TRAGEDY 
was  derived  from  the  mysteries  and  moralities  through  the 
transitional  phase  of  the  chronicle  histories,  with  the  im- 
mediate aid  of  the  examples  of  Seneca,  and  secondarily  of 
his  Italian  imitators.  Italian  romance,  but  not  this  exclu- 
sively, suggested  a  wider  variety  of  subjects,  of  a  cast 
dealing  by  preference  with  horrible  and  exciting  events. 
These  subjects  were  partly  historical  and  political,  partly 

'  Both  these  old  comedies  are  printed  in  vol.  i.  of  tfae  Six  Old  Plays 
published  by  J.  Nichols  in  1779.  See  below  as  to  the  sources  of  the 
Sbakaper«an  plays. 
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domestic;  and  both  kinds  were  seized  upon  by  our  early 
tragic  dramatists.  But  our  national  history  likewise  con- 
tinued to  furnish  subjects;  and  the  ChronicU  History 
remained  a  favourite  species  of  dramatic  composition. 
COMEDV  sprang  more  easily  from  the  moralities  through  and 
the  transitional  phase  of  the  interludes,  by  the  direct  impulse  ™'^- 
of  the  examples  of  Plautus  and  Terence,  and  secondarily  of 
the  Italian  comic  dramatists.  The  association  of  marked 
characters,  often  of  a  typical  kind,  with  complicated  and 
interesting  plots,  which  these  dramatists  loved,  pointed  in 
the  direction  of  comedies  of  incident  as  well  as  of  comedies 
of  character.  The  mixture  of  tragic  with  comic  motives 
produced  Trc^icomedy ;  of  which  the  Spanish  as  well  as 
the  Italian  theatre  furnished  some  contemporary  examples ; 
and  the  precedent  of  the  Italian  pastoral  drama  encouraged 
the  introduction  of  figures  and  stories  from  Classical  mytfao- 
Ic^^.  The  vivacities  of  the  comTnedia  delV  arte  and  of  the 
masked  comedy  suggested  to  our  English  writers  many 
hints ;  but  it  was  in  the  literature  of  regular  Italian  comedy 
that  they  continued  to  find  the  most  numerous  examples 
for  direct  imitation. 

Under  these  more  immediate  influences  opened,  in  the  ThtftrUid 
third  decade  of  Elisabeth's  reign,  the  great  age  of  English  't^^^f^' 
dramatic    literature.      The    period    was  in  almost  every  ofottr 
respect  a  momentous  epoch  in  the  history  of  the  nation,  i^^^^ 
The  die  had  been  cast  in  the  great  stru^le  between  Spain  ««rf"  iff 
and  Rome  on  the  one  side  and  the  Protestant  North  on  the  f^^^^ 
other.     England  had  assumed  her  position  in  the  van,  and  >aj>^- 
the  hesitating  hands  of  Elisabeth  had  at  last  thrown  away 
the  scabbard.     Her  people  felt  more  distinctly  than  herself 
the  necessity  for  a  full  and  sustained  effort ;    and  fortune 
crowned   the   national   hopes    by   the   dissipation    of   the 
Spanish  Armada,  by  the  gradually  established  success  (to 
which    England's    direct    aid    had    contributed    little    or 
nothing)  of  the  revolt  of  the  Netherlands,  and  by  the  over- 
throw of  the  cause  of  the  Catholic  League,  and  of  the 
ascendancy  of  the  Spanish  party,  in  France. 

It  was  in  the  period  of  Elisabeth's  reign  which  may  be  Our  mm- 
con^dered  to  date  from  the  execution  of  Mary  Queen  of  ^^^^ 
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ikonHf^  Scots  (1587)  and  the  destruction  of  the  Spanish  Armada 
''''*'^'-  (1588),  that  Elisabethan  literature  accomplished  its  great 
works,  and  testified  to  the  greatness  of  the  age  which  pro- 
duced it.  Still  subject  to  the  influence  of  the  Classical 
Renascence,  and  pursuing  with  increasing  rather  than  abated 
ardour  the  study  of  foreign,  especially  Italian,  models,  our 
literature  became  thoroughly  national  as  it  became  really 
great.  Spenser  is  at  ooce  one  of  the  most  scholarly  and 
one  of  the  most  English  of  our  poets  '.  Neither  the 
pedantic  influence  of  such  a  friend  as  Gabriel  Harvey,  nor 
the  antiquated  tastes  of  such  a  patroness  as  Queen  Elisabeth, 
could  prevent  his  mighty  muse  from  identifying  herself  with 
Ae  genius  of  an  aspiring  nation. 

In    every  direction    literature  was   contending  for  the 

smiles  of  roy^  favour  which  typified   the   acquisition  of 

national  popularity.     The  seminaries  of  learning  and  the 

homes  of  law  were  full  of  literary  adventurers,  the  success 

of  whose   efforts   made  them  national  poets,  just   as  the 

achievements    of  the    sea  -  rovers  of  Devon    made   them 

national  heroes.    Often,  as  in  the  case  of  Ralegh,  the  double 

venture  was  made  by  the  same  person.     And  the  bom 

favourites  of  fortune  were  as  eager  in  the  strife  as  those 

whose  ambition  prompted  them  to  become  the  authors  of 

their   own   greatness.     The   tears  of  the  Muses  bedewed 

the  laurels  which  Sidney  had  gained  by  a  hero's  death. 

Thiiiigtiay       At  such  a  time  genius,  if  it  turned  its  creative  powers  in 

%^„        the  direction  of  the  stage,  could  hardly  fail  to  make  that 

Ughu  to  u  vehicle  serve  the  highest  purposes  which  it  is  capable  of 

""V^*^    fulfilling.      Hitherto,   dramatic    entertainments    had   been 

mainly  regarded  as  the  toys  of  an  hour,  suited  to  beguile 

the   everlasting  tedium  of  fashionable  amusements,  or  to 

>  The  onion  of  Ibesc  climcterislics  is  >]reBdy  perceptible  in  the  Shtphtardi 
Otltndrr,  with  the  publication  of  which  in  1579  the  great  Elisabethan  age  of 
our  literature  maybe  fairly  said  to  begin.  Ten  years  later  Spenser  presented 
to  the  Queen  the  first  three  books  of  his  mister-piece,  a  poem  equally 
national  in  spirit  and  in  colouring,  Coleridge  has  admiiably  illustrated 
this  latter  charHCteriatie.  Sidney's  j1na<iia  was  written  in  1580-tj 
ViiTtter'i  Albnm'a Engiand^aa  published  in  15S6  ;  Daniel  began  his  original 
literaiy  career  in  1593  ;  Drayton  in  1591 ;  Davies  in  r5g6.  With  tbe 
above  dates  coincide  those  of  the  earliest  of  Ralegh's  literary  labours,  and 
that  of  Hooker's  great  work,  the  noblest  mooument  of  Elisabethan  prose. 
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stimulate  the  passing  curiosity  of  the  multitude.  The 
dramatic  performances  at  Court,  and  more  especially  durit^ 
the  progresses  of  the  Queen,  in  the  houses  of  the  nobility, 
were  mere  appenda^s  of  other  entertainments ;  the  London 
playhouses  were  the  resort  of  idlers,  and  in  general  of  the 
least  sober-minded  elements  of  the  population.  The  civic 
authorities  looked  with  dislike  upon  the  drama;  a  grave 
cleiuyman,  such  as  Northbrooke,  condemned  it  together 
with  dicing,  dancing,  and  '  other  idle  pastimes ' ;  a  repentant 
play-writer,  such  as  Gosson,  hurled  against  it  all  the 
epithets  of  righteous  abuse. 

Yet  it  was  inevitable  that,  as  the  royal  sanction  continued 
to  favour  the  production  of  dramatic  entertainments — and 
Elisabeth's  love  of  stage-plays  was,  like  that  of  all  bom 
'  patrons  of  the  drama,'  in  a  word  insatiable — and  as  the 
establi^iiment  of  permanent  theatres  encouraged  the  growth 
of  experience  in  their  public,  a  connexion  should  establish 
itself  between  the  drama  and  the  behest  aims  of  con- 
temporary literature.  The  fact  that  the  study  of  Classical 
and  Italian  dramatists  had  induced  writers  so  talented  as 
were  Sackville  and  Gascoigne  to  compose  English  plays, 
was  in  itself  full  of  promise  for  the  growth  of  a  dramatic 
literature  which  should  be  entitled  to  take  an  equal  place 
by  the  side  of  the  branches  of  literary  composition  holding 
an  acknowledged  place  in  the  national  literature.  Those 
reflecting  minds  which  were  beginning  to  survey  critically, 
by  means  more  especially  of  systematic  comparison,  the 
entire  field  of  poetic  literature,  whether  as  cultivated  at 
large  in  the  past,  or  at  home  in  more  recent  times,  were  not 
blind  to  the  claims  of  its  dramatic  branch.  Sir  Philip 
Sidney,  in  his  Apology  for  Poetry  (written  about  158<)),  up- 
holds the  cause  of  Comedy  and  Tragedy,  together  with 
that  of  other  species  of  poetry.  He  allows  that '  naughty 
play-makers  and  stage-keepers '  have  '  justly  made  odious ' 
the  Comic ;  but,  taking  his  examples  from  the  La^ 
drama,  he  insists  upon  the  irresistible  force  of  the  comic 
poet's  art.  Stilt  less  will  he  consent  to  a  depreciation  of 
Tragedy,  for  '  it  were  too  absurd  to  cast  out  so  excellent 
a  representation   of  whatsoever    is    most  worthy  to  be 
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learned  ^'  George  Putterham,  in  his  Arte  of  English 
Poesie  (written  atx>ut  1585,  published  in  1589),  not  only 
discusses  the  objects  of  Comedy  and  Tragedy  at  length, 
but  in  his  enumeration  of  those  '  who  in  any  age  have  bene 
the  most  commended  writers  in  our  English  tongue,'  gives 
it  as  his  '  censure '  that  '  for  Tragedie,  the  Lord  of  Buck- 
faurst,  and  Maister  Edward  Ferrys  for  such  doings  as '  he 
has  '  sene  of  theirs  do  deserue  the  hyest  price  :  Th'  Earle 
of  Oxford  and  Maister  Edwardes  of  her  Maiesties  Chappell 
for  Comedy  and  Enterlude*.'  William  Webbe,  in  a  work 
of  a  rather  earlier  date  (A  Discourse  of  English  Poesie, 
1584),  confesses  that  '  the  profitte  or  discommoditie  which 
aryseth  by  the  vse  of  tragedies  and  comedies,  hath  beene 
long  in  controuersie,  and  is  sorc  vt^d  among  vs  at  these 
dayes  ^/  but  himself  discusses  the  drama  at  length  as  an 
advocate  of  its  claims. 

That  the  stage  should  soon  throw  itself  with  eagerness 
into  the  political  and  religious  agitations  of  the  times,  was 
unavoidable ;  and  in  the  earliest  day  of  its  flower  we  shall 
And  it  at  once  the  instrument  and  the  subject  of  ardent  and 
bitter  controversy.     But  it  was  not  herein  or  hereby  that 
Liitrary      lay  its  path  to  greatness.    The  one  thing  needed  was  that 
^^^         literary  ^nius  ^ould  apply  itself  to  this  form  of  literary 
iistifio  iht   composition.     Every  stimulus  and  theoretical  as  well  as 
practical  encouragement    combined   to   bring   about  this 
result.     The  great  opportunity  was  therefore  consciously 
seized  ;  and  it  is  no  mere   phrase  to  say,  that  in  seizing 
it  our  first  great  Elisabethan  dramatists  addressed  them- 
selves to  a  national  task,  as  men  understanding  their  age, 
its  signs,  and  its  needs. 

Had  it  been  otherwise,  had  the  creative  activity  of  Elisa- 
bethan genius  failed  to  find  in  dramatic   composition   its 

'  Sir  F.  SidDcy'i  Works  (1734),  vol.  iii.  pp.  as-a^.  Some  reference  will 
be  made  below  to  Sidney's  own  high-Bpirited  nusque,  Tht  Latfy  of  ii^, 
presented  before  Queen  Elisabeth  in  1578. 

*  Bk.  I,  chaps.  liv.  and  xxxi. 

■  P.  30  ID  vol.  iL  of  Haslewood's  Andmi  Critical  Essqyt  upon  Englith 
Potlt  and  Pof^,  ID  whicb  collection  Putteoham's  treatise  is  also  printed. 
The  quotations  made  above  refer  solely  to  work*  written  before  plays  of 
hifh  literary  merit  bad  been  produced. 
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most  attractive  and  its  most  appropriate  sphere,  our  litera- 
ture would  have  been  shorn  of  its  most  splendid  and  its 
most  peculiar  growth.  At  the  same  time,  the  incomparable 
resources  of  our  language  would  never  have  had  to  meet 
so  exactii^,  because  so  varied,  a  series  of  demands. 
Lastly,  our  national  history  and  national  life  would  have 
missed  their  most  faithful,  most  complete,  and  most  effective 
interpretation.  Both  in  the  judgment  and  in  the  sentiment 
of  subsequent  generations  the  great  Elisabethan  age  would 
have  remained,  so  to  speak,  isolated  from  its  predecessors 
and  its  successors,  had  not  its  dramatic  literature,  with 
a  vividness  beyond  the  reach  of  any  other  literary  form, 
held  up  to  itself  the  mirror  of  the  past,  and  transmitted 
its  own  picture  of  itself  to  posterity. 

What,  then,  the  genius  of  the  Elisabethan  a%e  accom- 
plished in  dramatic  literature,  before  the  consummation  of 
its  glories  was  achieved  in  the  works  of  its  master-mind, 
I  shall  seek  to  indicate  in  my  Third  Chapter. 
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CHAPTER   HI. 

SHAKSPERE'S  PREDECESSORS. 

yoAw  Lyiy  IN  the  group  of  dramatists  of  whom  I  propose  to  treat 
i&4*~  under  the  title  of 'Shakspere's  Predecessors,'  the  first  place 
in  order  of  chronology  belongs  to  JOHN  LYLY'.  The 
relation  in  time  between  the  dates  of  his  life  and  Shak- 
spere's illustrates  the  inaccuracy,  in  one  sense,  of  the  title 
in  question ;  on  the  other  hand,  the  nature  of  the  work 
of  no  other  dramatist  more  strikingly  justifies  the  aptness, 
in  a  wider  sense,  of  the  present  application  of  the  term. 
Although  he  was  connected  personally  with  at  least  one  of 
the  dramatists  to  be  subsequently  noticed  in  this  chapter, 
and  exercised  a  marked  influence  upon  the  literary  growth 
of  all  these  predecessors  of  Shakspere,  as  well  as  on  that  of 

1  Thi  DnUHOtie  JVoria  afjohti  Lilly.  Wilk  units  and  aonu  accoiaU  of  his 
U/iandWrititigs.  By  F.  W.  Fairholt.  a  vols.  1858,  This  edition  includes, 
besides  the  plays  printed  in  the  first  collected  editioo  of  Lyly's  dramatic 
works,  the  Sixt  Courl  ConuJus,  published  by  Edward  Blount  in  1639,  Tilt 
Woman  in  ih*  Moottt.  uid  Lovi's  MtUtmorpkosis. — See  also  Collier's  chapter, 
ili.  I  "qq..  On  John  Lyiy  and  his  Works,  and  Fleay,  English  Drama,  iL  36 
siqg.,  and  cf.  J.  A.  Symonds'  Shaiaptn's  Prtdiassors,  chap,  xiii,  and,  as  to 
the  stylistic  qualities  of  Lyly's  comediei,  the  two  essays  by  C.  C.  Hense  on 
John  Lilly  and  Shakespeare  in  \he  Jahrhndi  dtr  dtulsehtn  Shakapiarr-GatH- 
adufi,  vols.  vii.  and  viii.  (167a  and  1673),  and  the  very  careful  treatise, 
John  Lyiy  and  Euphtiism,  by  Clarence  Griffin  Child,  MUnchtnir  BaMgt,  &c„ 
Erlangen  and  Leipzig,  1894.  References  to  Lyly's  plays  will  of  coune  be 
found  io  most  of  the  other  literature  canceniing  Euphuism,  and  in  the 
articles  on  him  by  Mrs.  Humphry  Ward  in  vol.  xv.  of  the  ninth  edition  of 
the  Emydopatdia  Brilannica,  and  by  Hr.  Sidney  Lee  in  vol.  ixxiv  of  the 
Dictionary  of  Nalional  Biography.  The  most  recent  essay  on  Lyiy,  in  the 
Quarieriy  Rnitai,  No.  365,  January  1896,  devotes  special  attention  to  hii 
plays.— The  Bicgraphical  Inlroduction  in  Mr.  G.  P.  Bakers  edition  of 
fni^ymibR  (New  York,  1694)  contains  much  that  is  of  value  concerning  Lyly's 
dramatic  works  at  Urge  and  their  connexion  with  his  literary  labours  in 
general  and  with  bis  personal  career. 
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Shakspere  himself,  yet  Lyly  occupies  in  the  history  of  our 
literature  a  position  apart  from  the  rest  of  our  dramatists, 
and  is  more  easily  at  all  events  than  any  of  his  contem- 
poraries in  this  branch  of  composition  distinguishable  by 
characteristics  of  his  own. 

John  Lyly  (whose  name  it  seems  preferable  to  write  as  HUlifi. 
he  seems  to  have  written  it  himself)  was  born  in  the  Weald 
of  Kent^  in  the  year  1553  or  1554,  of  well-to-do  parents. 
He  passed,  not  without  interruptions,  through  an  under* 
graduate  course  at  Magdalen  College,  Oxford  ^  but  having 
in  vain  soi^ht  to  obtain  a  Fellowship  there  by  asking  for 
letters  of  commendation  from  Lord  Burghley',  he  seems 
to  have  continued  his  studies  at  Cambridge,  and  at  all 
events  ultimately,  like  his  follower  Robert  Greene,  became 
utrittsqug  Academiae  in  Artibus  tnagisUr,  Some  time  before 
1578  he  went  up  to  London  to  tiy  his  fortune  at  Court, 
where  he  seems  in  some  fashion  to  have  entered  the  Queen's 
service  in  connexion  with  the  Revels,  and  where  he  was 
patronised  by  Bui^hley's  son-in-law,  the  Earl  of  Oxford. 
His  literary  reputation  was  established  with  extraordinary 

'  This  and  other  biographical  data  are  derived  from  the  taJe  of  Fidus  in 
Eufi/iM3  and  Ma  Engiaiid.  Elsewhere  in  the  same  work  the  Kentish  men 
are  described  as  '  most  drflest,'  and  the  whole  county  as  differing  '  not 
greatly  from  the  maner  of  France.' 

*  '  Which  house,'  aayi  Anthony  k  Wood,  as  if  inspired  hy  his  subject, 
'was  seldom  or  never  without  a  Lilye  (understand  me,  not  that  it  bears 
three  Ulyes  for  its  arms)  &Dm  the  first  foundation  thereof  to  the  latter  end 
of  Queen  Elizabeth. '^From  a  passage  in  the  address  To  my  titrit  good  fiundt 
tin  Gml/imtn  Sdtolltn  of  Oxford  prefixed  to  Euplma  it  has  been  concluded 
that  Lyly  was  rusticated  for  three  years  soon  after  entering  into  residence 
at  Magdalen.  If  this  were  so,  how  could  he,  having  entered  in  1569,  have 
taken  his  B.A.  degree  in  April  1573 1  Ponibly,  in  accordance  with  the 
suggestion  of  Hr.  Baker  {iKbtiductioH,  p.  zli),  the  plague  of  1571,  which 
relegated  both  tutois  and  scholars  from  Oxford  into  the  country,  may  have 
something  to  do  with  the  matter. 

'  In  Lyiy's  letter  to  the  Lord  Treasurer,  which  is  printed  by  Fairholt  in 
his  iHtroduetioH,  pp.  xii-xir,  the  petitioner  prays,  '  ul  tua  alatudo  digtulur 
smniisitMae  ngiat  majiiiali  httnu  (ut  rm'nua  laliHt  dieam)  titandatorias  t-xior- 
quttw,  ul  ad  MagdaliHsta  dtfrranhtt  fuo  iH  lomm  aoattaltin  U  duet  fioaa'm 
obnfim.'  Burghley,  who  had  evidently  shown  some  previous  kindness  to 
Lyly,  seems  to  have  taken  notice  of  him  at  a  subsequent  date,  and  to  have 
given  him  some  employment ;  but  the  Fellows  of  Hagdalen  either  were  not 
approached,  or  proved  as  inflexible  as  they  did  on  a  later  occasion,  more 
famous  in  English  history. 
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rapidity  by  the  work  which  be  published  in  the  winter 
1578-9,  the  famous  Eupkues,  the  Anaton^  of  Wit,  Its 
continuation,  Eupkues  and  his  England,  in  which  academical 
satire  ia  superseded  by  courtly  flattery,  followed  in  1580. 
Not  less  than  five  editions  of  the  original  Euphues  were 
printed  during  the  seven  years  ensuing  upon  its  issue ;  but 
neither  the  popularity  so  speedily  achieved  by  Lyly  among 
a  public  which  had  its  centre  in  the  Court,  nor  the  series 
of  comedies  produced  by  him  for  its  delectation  from  about 
the  time  of  the  publication  of  Euphues  onwards,  obtained 
for  him  the  office — the  Mastership  of  the  Revels — on  which, 
sooner  or  later,  his  heart  had  become  set.  It  is  conceivable 
that,  as  has  been  conjectured  by  the  latest  editor  of  his 
comedy  of  Endimion,  that  by  identifying  himself  in  that 
play  with  Leicester's  interest,  he  had  as  early  as  1580 
become  attached  to  the  service  of  the  Queen,  in  which 
capacity  he  presents  himself  in  a  petition  to  her  probably 
belonging  to  the  year  1585.  Both  this  letter,  and  another 
to  the  same  address  written  in  1588,  testify  to  his  disap- 
pointment in  missing  the  desired  meed  of  his  multifarious 
labours.  As  vice-master  of  the  St.  Paul's  and  Savoy  com- 
panies of  children  players,  he  toiled  both  in  the  teaching  of 
histrionics,  and  possibly  io  the  minor  duties  of  custodian 
of  properties  and  censor  of  copy;  while  all  the  time  he  was 
undergoing  that  experience  of  Court-service  and  Court- 
suitorship  to  the  tediousness  of  which  the  parsimony  of  the 
Virgin  Queen  imparted  so  exceptionally  bitter  a  flavour. 
It  may  very  conceivably  have  been  a  delight  to  him  to 
take  part  in  the  Marprelaie  controversy,  to  which  further 
reference  will  be  made  below,  and  in  which,  apart  from  its 
general  bearings  upon  the  relations  between  the  stage  and 
its  adversaries,  his  personal  quarrel  with  his  former  friend 
Gabriel  Harvey  must  have  made  him  ei^er  to  break  a  lance. 
He  was,  it  can  hardly  be  doubted ',  the  author,  possibly  in 
conjunctionwithThomasNashe,of  the  anonymous  pamphlet 
Pappe  with  a  Hatchet,  alias  this  and  that,  directed  against 
Harvey  (probably  in  i5S9),who  had  offended  Lyly's  patron 
the  Earl  of  Oxford,  and  who  may  have  been  in  some  way 
'  See  Baker,  u.  s.,  pp,  cxxxvii  siqq. 
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connected  with  his  dismissal  from  that  nobleman's  service 
or  favour^.  Harvey's  reply  was  in  its  turn  answered  by 
Nashe*,  who  took  the  opportunity  of  paying  a  high  comp!i- 
ment  to  his  friend  Lyly's  literary  ability  (and  incidentally 
to  his  power  of  taking  tobacco),  and  who  promised  a  re- 
taliation from  his  pen.  This,  however,  was  so  far  as  is 
known  never  attempted.  In  i5^9  Lyly  became  a  member 
of  Pariiament,  where  he  represented  three  different  con- 
stituencies in  succession  ^ ;  but  notwithstanding  these  services 
and  his  literary  reputation,  to  which  his  contemporaries 
whether  friendly  or  adverse  to  it  abundantly  testify  *,  he 
obtained  no  satisfactory  mark  of  the  royal  favour,  and  the 
Mastership  of  the  Revels  continued  to  elude  his  grasp. 
Two  doleful  letters  addressed  by  him  to  the  Queen,  about 
1590  and  1593  respectively,  remain  as  records  of  his  heart- 
sidcness  at  hopes  deferred ;  in  the  second  of  these  he  b^s 
permission  to  dedicate  to  Her  Majesty  Lillie  tit  Trtstibus, 
and  adds  a  petition  that  if  born  to  have  nothing,  he  might 
have  a  protection  to  pay  nothing,  'which  suite  is  tike  his, 
that  having  followed  the  Court  ten  years  for  recompence 
of  his  semis  committed  a  Robberie  and  tooke  it  out  in 
a  pardon.'  The  statement  of  Edward  Blount,  the  publisher 
of  the  first  collected  edition  of  his  plays,  that  some  kind  of 
reward  was  granted  to  him  by  the  Queen,  has  been  thought 
to  account  for  his  having  settled  in  his  later  years  in  the 
parish  of  St.  Bartholomew  the  Less,  where  three  children 

■  See  Introduction  to  /Vnnw  Ptrcnall,  p.  x,  Pttrilan  Diadplira  Tracts,  i860. 
The  tnct  romu  part  of  thia  collection.  The  meaDing  of  its  title  (■  pro- 
vertiial  eipressioD  signi^ng,  in  Furholt'a  words,  '  the  roughest  mode  of 
doing  ■  neceasuy  lerrice  ")  it  wel]  illustrated  by  ■  pusmge  in  Lyly**  comedy 
Mollitr  BctHbii,  Bct  i.  sc.  3. — His  ftuthorvhip  of  -An  Alitand*  Jbr  a  Parrotf 
appeara  to  be  more  than  doubtful. 

■  In  lihci.nct  Hoot  with  you  la  Saffhm  Waldm. 

'  Viz.  Hindon  (in  ^A^tshire),  Aylesbury,  Appleby,  and  again  AyleabuiT. 
The  identification  erf'  the  dramatist  with  the  John  Lyiy  tvho  represented 
these  [daces  ia,  of  course,  not  a  matter  of  absolute  certainty, 

*  Among  his  enccKniasti  are  WiUiam  Webbe,  in  his  Disamnt  o/EttgHah 
Po^rit  (1586),  and  Fnncis  Here*,  in  his  (ftCj  Tnatiay  (1598).  According 
to  Harvey,  in  his  PitrtJa  SuptntogoUoM  (1593),  'Euphues  aimiles'  were, 
among  other  literacy  bvourites  of  tile  day. '  too  well  known  to  go  unknown.' 
The  most  channing  tribute  came  in  the  next  generation  Irom  Ben  Jonaon : 

'  And  tell,  how  far  thou  didst  our  Lilly  outshine.' 
For  a  complete  taltft,  aee  C  G.  Child,  pp.  6-^ 
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were  bom  to  him  *;  but  he  had  his  erratic  holidays',  and 
is  said  to  have  hovered  about  the  Court  even  in  the  decline 
of  his  days,  although  the  tradition  that  Shakspere  portrayed 
him  as  a  genial  old  lord  admitted  by  his  sovereign  to 
intimate  converse  and  comment,  strikes  me  as  intrinsically 
absurd  '.  He  died,  according  to  the  evidence  of  the  register 
of  St.  Bartholomew  the  Less,  in  November,  1606. 
Euphtm  Ei^hues — to  speak  of  the  two  books  which  included  that 

7lt£n  name  in  their  titles  as  of  a  single  work,  although  in  matter 
and  treatment  each  has  a  character  of  its  own — was  the 
delight  of  its  own  age,  and  suggested  the  de«gnation  of 
a  distinct  style  or  manner  in  English  prose  composition. 
Even  more  largely  and  enduringly  than  is  the  usual  fate 
of  specific  fashions,  whether  in  letters  or  other  forms  of 
art,  Euphuism  has  in  turn  been  extolled,  ridiculed,  and 
misinterpreted.  It  may  suit  the  convenience  of  literary 
historians,  and  of  critics  in  search  of  names  and  phrases,  to 
give  to  such  terms  applications  of  unwarranted  width,  and, 
for  instance,  to  denounce  as  Euphuism  all  the  affectations 
which  from  the  PetrarckistiAov/av/axAs  to  certain  mannerists 
of  our  own  age  have  emphasised  literary  pretentiousness  or 
self-conceit.  But  all  such  phraseolc^y  is  wide  of  the  mark 
where  historical  accuracy  of  nomenclature  is  held  of  value. 
Euphuism,  from  this  point  of  view,  can  only  mean  the  style 
oi  Et^kues  and  of  other  works  by  the  same  author  in  so  far 
as  in  them  also  its  essential  characteristics  are  traceable  *. 

*  If  their  parenUge  be  rightly  identified.  See  Fleay,  ii.  38-9;  Baker,u.j., 
p.  clxxiv.     The  entries  were  discovered  by  the  late  Hr.  Collier. 

'  Bishop  Hall,  in  hia  narrative  of  Sotm  SpteiaHlita  of  Ma  Liji,  mentiQns 
that  after  his  acceptance  of  the  living  of  Halatead  in  Essex,  he  '  found  there 
a  dangerous  opposite  to  the  success  of  his  niinfst:y,  a  witty  and  bold  atheist, 
one  Hr.  LJlly,  who  by  reason  of  hia  travels  and  abilities  of  discourse  and 
behaviour'  had  hopelessly  prejudiced  the  patron  of  the  living  against  the 
iDcumbent  Ultimately,  as  he  states,  'tbia  malicious  man  going  hastily  to 
London  to  exasperate  my  patron  against  me,  was  then  and  there  swept 
away  by  the  pestilence,  and  never  returned  to  do  any  farther  mischief.'  See 
SaHrta  by  Jostph  HaU,  Warton  and  Singer's  edition,  iBaf,  pp.  xxxvii-viii. 

*  Lord  Lafeu  In  ^ff'iH'iraiAa/fHabFfW  has  been  supposed  to  have  been 
intended  as  a  portrait  of  Lyiy. 

'  In  the  connexion  hinted  at,  and  on  which  it  is  difficult  to  forbear  the 
temptation  to  enlarge,  I  need  only  refer  to  J.  A.  Symonds'  excellent  passage 
on  the  mannerism,  bred  in  the  premature  decay  of  the  Renascence  move- 
ment  in  Italy,  'which   pervaded   every  country  where  Italian    culture 


D.q.tizecbvGoOgle 


Ill]  SHAKSPERE'S  PREDECESSORS  075 

It  cannot,  of  course,  be  disputed  that  Euphuism  shares  Euphuism 
many  of  its  most  salient  characteristics  with  kindred  forms  '^y^ 
of  style,  both  in  our  own  and  in  other  modern  literatures,  jorms  of 
And,  again,  some  of  these  features  are  most  largely  notice-  *'-•*■ 
able  in  fashions  of  composition  beloi^ii^  to  the  literary 
periods  immediately  preceding  or  following  upon  that  over 
which  Eupkues  exerted  its  influence.  No  style  is  made  in 
a  day,  or  (in  spite  of  a  famous  maxim)  alti^ther  by  one 
man.  Moreover,  in  connexion  with  the  question  of  this 
particular  literary  manner  or  &shion,  we  are  perhaps  apt  to 
overlook  the  relative  tardiness  with  which  the  Renascence 
movement  asserted  its  full  effect  in  oiu*  own  country.  Thus, 
while  in  one  sense  Euphuism  was  an  aftergrowth  drawing 
its  nourishment  from  mediaeval  notions  which  swathed 
poetic  invention  in  the  bands  of  allegory  and  of  metaphorical 
conceits,  in  another  sense  it  is  alive  with  the  instincts  of 
a  new  era ;  it  moves  freely  through  the  range  of  thought 
and  fancy  opened  by  the  rediscovery  of  classical  antiquity 
through  the  now  victorious  Renascence ;  and  it  attests  its 
indebtedness  by  means  of  an  imitation,  sometimes  servile 
and  not  always  le^timate,  of  the  ancient  models. 

To  have  made  clear  this  cohesion  between  Euphuism  and 
the  general  movement  of  modern  and  more  especially  of 
English  literature,  and  to  have  thus  redeemed  Lyly  from 
the  imputation  of  having  sought  notoriety  by  thrusting 
more  or  less  arbitrary  perversions  of  his  own  into  the 
growth  of  English  prose,  is  perhaps  the  most  striking  merit 
of  the  late  Henry  Morley's  celebrated  essay',  which  vindi- 
cated to  Eupkues  and  Euphuism  their  true  importance  in 
the  history  of  our  literature.  But  I  am  here  concerned, 
not  with  a  comparison  between  particular  fashions  of  style 
and  Euphuism,  but  only  with  Euphuism  itself.  Nothing 
need  therefore  be  said  about  Marinism — a  later  growth  in 
point  of  time  than  Euphuism — or  of  the  schools  of  the 

penetrated.'  This  Rccomplished  critic,  though  he  '  dwells  upon  the 
generic  rather  than  the  specific  characteriitics  of  this  Itttt  USrwvria,^ 
holds  that  'Euphuism  may  claim  to  be  a  separate  type.'  {Shabi^iTt'M 
PnJt€tason,  506  Mff.)  Nothing  more  or  less  is  what  is  cooteiided  for  in 
the  text 
>  PuUisbed  in  the  QiMrttriy  Rtvim,  No.  CIX,  for  1861. 
T  2 
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Pricieux  in  France  and  of  the  Fantastic  Poets  id  Ei^rland, 
upon  which  it  incontestably  exerted  an  inSuence  >.  On  the 
other  hand,  Gongorism — a  designation  which  has  been 
applied  to  the  inflated  and  highly  figurative  speech  intro- 
duced at  the  contemporary  Spanish  court  by  Luis  de 
Gongora — has  been  frequently  confounded  with  Euphuism'. 
Gongora  and  his  style  were  the  models  of  Don  Adriano 
de  Armado  in  Loves  Labour's  Lost,  and  to  them,  not  to 
Lyly  and  his  perfectly  clear  English,  applies  Sir  Walter 
Scott's  caricature,  the  pedantic  Sir  Piercie  Shafton  in  The 
Monastery,  who  builds  up  compound  verbal  phrases  quite 
out  of  keepu^  with  Lyly's  balanced  elegance.  So,  again, 
the  well-known  style  of  Sidney  in  his  Arcadia  stands 
virtually  apart  from  Euphuism,  of  which  it  manifestly  had 
no  intention  of  reproducing  the  distinctive  characteristics ; 
although  the  Arcadia  and  Euphuts,  of  which  the  dates  of 
composition  all  but  coincide,  may  share  with  one  another 
a  tendency  to  alliteration  and  to  a  general  elevation  of 
diction  ". 

■  In  any  attempt,  then,  to  analyse  the  principal  ingredients 
in  the  style  of  English  prose  to  which  Lyly's  two  novels, 
and  in  a  minor  measure  the  body  of  his  plays,  gave  so 
notable  a  vogue  in  letters  as  well  as  in  fashionable  life,  care 
should  be  taken  to  distinguish  between  what  was,  and  what 
was  not,  peculiar  to  itself*.     Lyly,  to  begin  with,  is  fond 

'  Hie  date  of  HarinPa  Aiont  was  1633.  For  ■  specific  comparison  be- 
tireen  Euphubm  uid  Huinisni,  see  Symonds'  Rtttaiaaatiaiit  IltUj,  vol.  vii. 
PP-3o»-5- 

■  As  to  Lui«  de  Gongora  and  hii  style,  see  Ticknor,  Hi,  ai-o.  It  is 
described  as  consisting  almost  entirely  of  metaphors,  and  further  signalised 
by  a  vocabulaiy  full  of  new  words  ccnned  from  the  classical  languages  and 
of  old  Castilian  words  with  new  meanings,  u  well  as  by  involved  and  un< 
natural  constructions,  foreign  ID  the  genius  of  the  language. 

•  It  is  well  pointed  out  by  [he  writer  in  the  QuarUrly  Rtvitw  (1896^ 
already  dted,  that  though  Master  Fastidious  Brisk  in  Evtty  Man  out  of  Ms 
Humour  (tec  below)  may  be  a  satirical  sketch  of  Lyly  himself,  his  use  of 
fine  words  to  lend  a  dignity  to  the  most  simple  actions  may  be  abundantly 
Illustrated  from  the  Arcadia,  but  that  this  habit  it  not  at  all  a  mark  of 
Euphua.    Cf.  Child,  p.  119. 

*  The  most  noteworthy  attempts  of  the  kind  are  the  monograph*  of 
Dr.  R.  F.  Weymouth  in  the  PMIologuai SodO/a  TranaaeHoHt,  ia7»-a,andof 
Dr.  F.  Landmann  (Gieasen,  1B81,  and  Winr  Shaksptrt  Sociiiyi  TraiaadianM, 
t86o-a ;  see  also  the  Introductioi)  to  his  edition  of  Eufkua  and  chap.  J.  of 
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of  classical  references  and  allusions ;  he  borrowed  the 
felicitous  word  Euphues  from  Plato,  and  the  whole  of  an 
appendix  from  a  treatise  by  Plutarch ' ;  he  conveyed  the 
queer  details  of  his  apparatus  of '  natural  history '  without 
dis^ise  from  PUny ;  and  he  was  in  various  ways  and 
d^rees  indebted  in  style  and  in  matter  to  Ovid,  Vii^il 
and  Homer,  and  to  Caesar,  Cicero  and  Seneca.  Yet  there 
is  no  evidence  either  in  his  novels  or  elsewhere  to  show  him 
to  have  been  either  a  widely  or  a  deeply  read  classical 
scholar,  nor  can  his  diction  and  vocabulary  in  themselves, 
and  as  apart  from  quotations,  be  fairly  described  as  im- 
pregnated by  classicism.  A  more  important  effect,  because 
more  novel  of  its  kind,  might  be  expected  to  have  been 
exerted  upon  his  style  by  confluent  impressions  derived 
from  other  modern  literatures  with  which  our  own  was 
in  more  or  less  active  contact.  Yet  although,  as  will  be 
seen  immediately,  Lyly  found  a  model  of  prose  composi- 
tion in  a  Spanish  writer  belongii^  to  an  earlier  period  of 
the  Renascence  ^e,  he  had  too  sound  and  too  sincere 
a  literary  sense  to  Hispaniolise,  Italianate,  or  Galltcise  his 
English  either  in  vocabulary  or  in  syntax. 

Thus,  no  a  priori  suppositions  will  account  for  the  dis- 
tinctive features  of  Euphuism.  The  most  important,  indeed 
the  cardinal,  characteristic  among  these  is  the  particular 
use  of  antithesis.  While  Euphuism  is  free  from  the  more 
violent  varieties  of  the  figure,  which  indeed  would  have 
jarred  against  what  may  be  called  the  placid  force  of  the 
author's  manner,  he  is  consistently  and  consciously  addicted 
to  the  purely  formal  antithesis  which  depends  on  the 
arrangement  of  sentences  and  the  selection  of  words.  Thus 
is  brought  about  that  balance  between  sentence  and  sentence, 
clause  and  clause,  vocable  and  vocable,  which  is  of  its 
nature  unique  as  compared  with  what  had  in  English  prose 
gone  before  or  what  (Lyly's  direct  imitators  apart)  came 

the  AnmJia,  Heilbroan,  1887;,  together  with  thcoe  at  Hr.  C.  G.  Child  and 
Dr.  C.  C.  Hense,  alreidy  dted. 

'  The  EHphMS  okJ hii  EphoAua,  appended  to  Eufihurs,  ^Anatomy  of  WU, 
is  an  almost  literal  tiansiation  of  Plutarch's  tractate  it  Eduat6ont  LibtronoH. 
One  of  the  cpistles  from  Euphues  that  Ibllow  is  a  translation  of  the  same 
writer's  it  Exitic 
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after  it.  Antithesis  of  this  sort  inevitably  calls  to  its  aid 
alliteration— in  which  figure  he  out-Heroded  Herod  and 
the  other  rhetoricians  of  our  early  mysteries,  moralities,  and 
comedies — assonance,  rime^  and  pim.  In  all  these  processes 
it  is  purely  an  effect  of  sound  which  the  author  has  at  heart, 
and  if  I  may  so  say  a  total  rather  than  a  particular  effect. 
This  may  be  illustrated  from  his  use  of  the  last  and 
humblest  of  those  aids  which  I  have  just  enumerated. 
Lyiy's  puns  are  of  the  feeblest  sort  of  that  frequently  feeble 
sort  of  wit,  precisely  because  it  is  the  similarity  of  sound — ■ 
mere  consonance  as  a  rule  sufficing — which  satisfies  bis 
purpose,  instead  of  the  surprise  evoked  by  the  sudden 
discovery  of  a  new  pair  of  paronyms  in  our  paronymous 
tongue. 

In  making  prose  the  arena  of  these  gymnastics,  Lyly 
indisputably  gave  a  very  remarkable  impulse  to  the  pro- 
gress of  that  branch  of  English  literary  composition.  On 
the  effect  of  his  endeavours  in  the  special  sphere  of  the 
drama  I  will  touch  immediately ;  as  to  other  fields  of  prose 
composition,  it  may  be  said  that  the  writers  of  non-dramattc 
English  prose  who  preceded  him  were  in  truth  so  few,  and 
the  productions  of  his  contemporaries  and  immediate 
successors  comparatively  so  numerous,  and  from  many 
points  of  view  so  important,  that  the  temptation  is  stroi^ 
to  exag^rate  the  results  of  individual  influence.  Apart 
from  Roger  Ascham,  and  perhaps  a  few  orators  of  whom 
Latimer  is  one  of  the  few  transmitted  examples,  what 
effective  prose-writers  did  our  Renascence  age  produce 
before  the  author  oi Eupkuest  We  are  so  generally  prone 
to  neglect  the  essential  merits  of  a  literary  style  while  dis- 
cussing the  points  in  which  it  strives  to  differentiate  itself, 
that  in  the  present  instance  we  run  the  risk  of  overlooking 
the  chief  merits  of  Lyiy's  prose  while  seeking  to  trace  the 
origin  of  its  mannerisms.  Yet  his  style,  so  far  as  I  can 
judge,  is  remarkably  lucid,  and  free  from  the  fatal  defect 
of  involution.  Aided  by  a  carefully  chosen  diction,  and  a 
perfectly  correct  syntax,  it  has  in  it  nothing  that  is  either 
ambiguous  or  obscure — a  praise  which  cannot  be  given  to 
Lyiy's  most  conspicuous  imitators. 
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There  yet  remains  to  notice  one  special  feature  of 
Euphuism,  which  has  not  escaped  the  censure  or  satire  of 
its  critics,  from  Falataff  downwards '.  This  is  the  man- 
nerism or  trick  which,  I  am  still  inclined  to  think,  the  late 
Mr.  Collier  very  happily  described  as  '  the  employment  of 
a  species  of  fabulous  or  unnatutal  natural  philosophy,  in 
which  the  existence  of  certain  animals,  vegetables,  and 
minerals  with  peculiar  properties  is  presumed,  in  order  to 
afford  similes  and  illustrations.'  No  doubt  some  of  these 
illustrations  are  of  a  very  homely  kind,  but  this  (as  in  the 
case  of  the  anecdotes  in  Oliver  Goldsmith's  Animated 
Nature)  does  not  prove  them  to  be  as  correct  as  they  are 
humble.  But  the  real  objection  to  these  instances  is  not  to 
be  found  in  the  violence  which  they  may  do  to  scientific 
truth,  or  possibly  even  to  the  text  of  Pliny  from  which  they 
were  borrowed.  It  really  consists  in  Lyly's  takit^  no  trouble 
to  assimilate  his  facts  or  fancies  concerning  birds,  fishes  and 
amphibia,  trees,  shrubs  and  precious  stones  to  the  circum- 
stances under  which  he  applies  them, — herein  showing  him- 
self very  unlike  Shakspere,  who  when  he  either  borrowed 
or  unconsciously  appropriated  certain  of  these  similes, 
justified  as  true  poetic  ornaments  what  in  Eupkues  had 
been  mere  formal  and  fictitious  appendages'. 

Although  the  present  is  not  the  place  for  a  full  re-state-   7lmr 
ment  of  results  that  may  now  be  regarded  as  definitively  ^J^ 
ascertained,  a  word  may,  finally,  seem  called  for,  as  to  the 
'  '  Harry,  I  do  Dot  only  marvel,  where  thou  ipendeat  thy  time,  but  also 
how  thou  art  Bccompuied ;  for  though  the  camomile,  the  more  it  is  troddea 
on,  the  raster  it  grows,  yet  youth,  the  more  it  ia  wasted,  the  sooner  it 
wears.'  (i  Hmry  IV,  ii.  4.)    This  passage,  as  has  bceo  correctly  pointed 
out,  is  the  only  one  in  which  Shakspere  makes  fun  of  the  Euphuistic  style 
proper.    Drayton's  well-known  commendation  (in  his  paem  to  his  friend 
H.  Reynolds,  Of  Potts  andPotait)  of  Sidney  oa  the  author  who 
'did  first  reduce 
Our  tongue  from  Lyly's  writing  then  in  use. 
Talking  of  stones,  stars,  plants,  of  Gsbes,  Dies ' — 
furnishes  a  further  illuslratioii    of   the   fact,   insisted  upon   above,   that 
Euphuism  and  '  Arcadianism '  both  are,  and  were  regarded  as,  styles  quite 
diMinct  from  one  another.  | 

'  See,  amidst  some  doubtful  matter,  the  examples  of  this  in  W.  L.  Rushton, 
Skoit^tan'i  SuphuitiH,  above  all  the  immortal  instance  of  Shakspere's 
famous  adaptation  in  As  yim  Hit  It  (ii.  i)  of  Lyly's  dictum,  'the  foule 
Toade  hath  a  fiurc  stone  in  his  bead.' 
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sources  that  suggested  to  Lyly  the  peculiarities  which,  as 
elaborated  by  himself,  together  constitute  the  distinctive- 
ness of  the  Euphuistic  style.  Whence  did  he  borrow  or 
assimilate  the  characteristic  artificialities  of  Euphuism  ? 
The  answer  seems  to  be  that  these  characteristics  are 
traceable  in  their  origin  to  the  Influence  of  a  particular 
Spanish  prosaist,  and  after  being  transmitted  through  the 
medium  of  an  Ei^lish  translator,  and  exhibited  with  more 
distinctness  in  a  popular  Ei^lish  collection  of  stories,  were 
developed  with  refinements  of  his  own  by  Lyly  himself. 
The  Spanish  prose-writer  in  question  was  the  Biscayan-born 
Don  Antonio  de  Guevara,  whom  the  favour  of  the  Emperor 
Charles  V  transformed  from  a  monk  into  a  courtier,  and 
who  became  court  preacher.  Imperial  historic^rapher,  and 
bishop  of  two  Spanish  sees.  He  died  in  1545,  but  the 
work  of  which  the  alto  estito  or  '  grand  style '  had  so 
inspiring  an  efTect,  was  Srst  published  in  15x9-  This  was 
the  Libro  de  Marco  Aurelio,  a  species  of  Cyropaedia,  designed 
at  the  same  time  to  exhibit  the  model  of  a  prince  trained 
in  ideas  partly  copied  from  the  Emperor's  own  unpublished 
meditations,  and  to  appeal  to  classical  examples  raised  h^h 
above  the  associations  of  degenerate  romance'.  This 
essentially  didactic  work  was  repeatedly  translated  and 
imitated  by  English  writers  during  the  sixteenth  century  ; 
but  the  version  of  his  Marco  Aurelio,  which  appears  to  have 
created  by  far  the  most  notable  impression  among  English 
readers,  was  that  published  some  time  before  i^fiS,  under 
the  title  of  Tke  Dial  of  Princes,  by  Sir  Thomas  North,  who 
more  closely  than  any  of  his  predecessors  imitated  the  style 
of  his  original.  This,  however,  he  did  in  his  own  way. 
Guevara's  style  has  the  balanced  effect  of  Euphuism,  but 
to  his  use  of  consonance  and  rime  towards  the  attainment 
of  this  elTect,  North  and  the  other  Engli^  predecessors  of 
Lyly  added  the  use  of  alliteration".    Of  ^ese  the  most 

>  Par  ■□  aceount  of  Gucvmia,  see  Tickaor,  ii.  14-18;  Warton  only  mcDtions 
him  incidentally.  The  credit  of  having  firat  demomtrated  his  influence  upon 
Lyly  belongs  to  Dr.  Landmana,  whose  conduaioii*  were  summarised  by 
Mrs.  Humphry  Ward,  an  accomplished  Spanish  scholar,  in  her  article  on 
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notable  was  George  Pettie,  author  of  the  Petite  Pallace  of 
Pettie  his  Pleasure  (licensed  1576),  a  collection  of  tales  of 
which  the  first  actually  came  through  Guevara  from  Plutarch. 
In  general  manner  of  diction,  even  including  the  illustra- 
tions fetched  from  accommodating  repertories  of  strange 
facts  in  the  natural  world,  Pettie,  so  far  as  I  can  judge,  is 
the  precise  exemplar  oi  Eupkues.  There  remain  niceties  of 
stylistic  modulation,  traceable  no  doubt  in  their  turn  partly 
to  a  reaction  of  matter  upon  manner,  in  which  Lyly  goes 
back  most  directly  upon  Guevara,  while  his  indebtedness 
to  the  latter  as  to  the  actual  contents  of  the  earlier  part  of 
his  novel  must  be  regarded  as  established '. 

It  will  suffice  to  add  in  the  present  connexion,  that  imiiators 
Euphuism  did  not  die  out  with  Lyly,  even  if  viewed  as  ^^"Z*"**- 
a  combination  of  stylistic  elements  dictated  by  his  proper 
choice.  He  had  not  only  his  continuators  proper,  whose 
stock-in-trade  was  confined  to  his  own  su^estions  of  subject 
and  tricks  of  style,  but  also  his  imitators  of  the  type  of 
Robert  Greene  and  Thomas  Lodge,  who  elaborated  his 
turns  of  thought  and  manner  for  the  enjoyment  of  the 
cognoscenti  ^.  Shakspere's  general  indebtedness  to  Lyly  as 
a  writer  of  dramatic  prose  dialc^e  will  be  dwelt  on  below ; 
as  to  the  special  characteristics  of  the  Euphuistic  style, 
however,  he  was  alike  too  catholic  in  bis  appreciation  and 
too  eclectic  in  his  appropriation  of  exotic  excellence  to 
imitate  Lyly  otherwise  than  incidentally,  or  (so  to  speak) 
as  it  might  suit  himself.  On  the  other  hand,  as  has  been 
already  mentioned,  Shakspere  cannot  be  shown  to  have 
satirised  Euphuism  more  than  once,  when  he  made  fun  of 
it  in  the  way  of  harmless  parody  ^.  Towards  the  close  of 
the  century,  and  the  end  of  Lyly's  own  life,  we  may 
conclude  the  special  charms  of  his  style  to  have  begun 

'  LaDdmBDn,  Introduction  to  Eupkiim,  h.  j.,  xzii.  Mff. 

*  or  course,  as  is  painted  out  in  the  chapter  entitled  '  Lyly's  Legatees'  in 
JusKT»nd'B  EMglisk  NootI  in  Ik*  Hmt  ifSkakmtpm  (Hiss  E.  Lee's  English 
Tianslation,  1890),  none  of  these  authors  copied  Lyly's  '  style  in  all  its 
peculisrities,  at  any  nte  in  all  their  works.' 

'  The  relstioQ  of  Shakspere  to  Euphuism  ceems  to  mc  well  defined  in  th« 
article  in  the  Quarttriy  RivUw  (for  January,  189G),  already  cited,  where  will 
also  be  found  a  long  1^  of 'reminiscences'  of  Eu/Auo-in Shakspere's  plays. 


D.q.tizecbvGoOgle 


aBs  ENGLISH  DRAMATIC  LITERATURE  [cB. 

wearing  themselves  out,  as  is  the  dcx)m  of  everything  in 
literature  or  art  that  is  lightly  rooted  in  assumption  or 
ailectation  *. 
Frost  In  the  branch  of  our  national  literature  with  which  this 

1^^  book  is  alone  directly  concerned,  the  influence  of  Lyly, 
EHgUsh  though  inseparable  from  that  of  the  features  of  his  general 
^^^  styie  on  which  I  have  accordingly  dwelt  at  a  perhaps 
disproportionate  length  *,  possessed  intrinsic  importance. 
As  a  dramatic  writer,  Lyly  exercised  an  influence  upon  his 
contemporaries  and  successors  in  this  particular  field  of 
composition,  which  is  by  no  means  to  be  summed  up  by 
a  review  of  the  distinctive  characteristics  of  his  prose  style 
as  a  novelist.  To  begin  with,  his  great  service  to  dramatic 
literature  lies  in  the  plain  lact  that  although  he  was  not 
actually  the  first  English  author  who  wrote  plays  in  prose  \ 
he  was  the  first  to  set  the  example  of  dramatic  prose  which 
was  enjoyable  and  effective.  Flays  in  prose  were  no  actual 
innovation  on  the  English  stage  at  the  time  of  the  produc- 
tion of  Lyly's  earliest  comedy;  for  Gascoigne's  Supposes 
was  acted  in  1566  ',  and  the  Famous  VictorUs  of  Henry  V, 
which  is  partly  in  prose*,  as  well  as  'two prose  books'  of 
name  unknown,  showing  '  how  seditious  estates  with  their 
own  devices,  false  friends  with  their  own  swords,  and 
rebellious  commons  with  their  own  snares,  are  overthrown,' 
mentioned  by  Gosson  in  his  School  0/  Abuse  (1579)  among 
plays  acted  in  London  inn-yards ",  probably  likewise  pre- 

'  A  sure  sign  of  approaching  decay  in  any  kind  of  tiuxU  or  fashion  ia  the 
eager  adoption  of  it  on  a  lower  rung  of,  as  the  case  may  i>e.  the  social  or 
the  intellectual  scale.  Thus  it  ii  a  city  lady  who  in  'Bta  ]oason'%  Eviry  Man 
out  of/iia  Humour,  v.  7,  seeking  to  form  her  speech  upon  the  faabions  of  the 
Court,  apostrophises  a  supposed  representation  of  those  fashions:  'O  Hasler 
Brisk,  as  'tis  in  Eupkuis,  "  Hard  is  the  choice,  when  one  ia  compelled  either 
by  silence  to  die  with  grief,  or  by  speaking  to  live  with  shame." '  I  cannot 
sty  that  I  am  aware  of  any  conscious  allusions  lo  Euphuism  or  its  inHnence 
in  later  Elisabethan  literature. 

*  1  am  free  to  confess  that  I  have  been  anxious  on  a  topic  of  ao  nuch 
general  interest,  to  make  use  of  the  comments  of  critic*  wbu  have  been  at 
the  pains  of  correcting,  instead  of  merely  reprehending,  misapprehensions 
in  (he  earlier  edition  of  this  work.  I  refer  especially  to  the  essay  of 
Ur.  C  G.  Child,  lo  which  I  am  also  indebted  for  valuable  suggeiliona  on 
■  the  Euphuism  of  Lyly's  Plays,' 

*  Antt,  p.  96a.  '  AhU,  p.  aaa.  *  Collier,  iL  339. 
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ceded  Lyiy's  first  dramatic  work.  But  these  were  merely 
incidental  productions,  and  cannot  be  held  to  interfere  with 
his  claim  to  having  domesticated  prose  in  English  comedy. 
Whatever  ridicule  has  in  times  more  or  less  remote  from 
his  own  been  poured  upon  him  because  of  his  afTectations  *, 
has  failed  to  obscure  this  memorable  service  to  our  dramatic 
literature ;  and  when  we  delight  in  the  flow  of  wit,  the  flash 
of  repartee,  and  the  dialectical  brilliancy  of  some  of  the 
most  famous  comic  scenes  in  Shakspere,  Ben  Jonson  and 
Fletcher,  we  should  not  foi^et  that  the  path  trodden  by 
them  had  been  opened  by  the  writer  whom  they  '  so  much 
outshone.' 

The  more  general  as  well  as  the  distinctive  characteristics  Th*  Eu- 
of  Lyiy's  prose  style  are  reproduced  in  that  of  his  plays,  ^i^- 
but  in  a  form  more  or  less  modified  by  the  conditions  of  fltrys. 
dramatic  composition.  The  plays,  acted  before  fashionable 
audiences  at  a  time  when  classical  learning  was  in  fashion, 
performed  by  boys  whose  scholastic  training  prepared 
them  for  court  service  with  an  interval,  in  some  cases  *,  of 
a  period  of  University  life,  and  written  by  an  author  whose 
main  object  in  life  was  to  gain  the  goodwill  of  a  learned 
Queen,  of  course  reflect  the  classicism  which  he  was 
anxious  to  display.  With  a  single  exception  {Mother 
Bombii)  the  subjects  of  all  his  plays  are  derived  from 
classical  history  or  legend.  The  names  of  their  personages, 
even  where  not  directly  derived  from  a  particular  classical 
story,  recall  classical  originals,  and  episodes  derived  imme- 
diately from  classical  sources  are  repeatedly  interwoven 
with  the  main  action.  The  shepherds  in  GaUathta  have 
Horatian  names ;  the  story  of  Erisicthon  in  Love's 
Metamorphosis  is  from  Ovid  ;  Sir  Tophas  in  Endimion  has 

*  '  Euphtm,  Aaglua,  veibiveadulua  et  caerimonicruni  nutgiater,'  i>  b  char- 
acter in  SnoU  Odtntn,  ■  Latin  comedy  by  Peter  Hauated,  acted  at  Queen's 
College,  Cambridge,  in  1633.  In  the  life  of  Ljtjr,  in  the  Lntt  of  Uh  Potts, 
compiled  (or  edited^  by  TheophUus  Gibber  in  1753  (L  isa),  the  writer 
acknowledges  that  lie  has  not  read  EMfi/ui*a,  but  quotes  the  author  of  Tht 
BtiHsk  Tktalri,  who  has,  and  who  describes  its  style  as  'an  unnatural 
affected  jargon.'  '  With  this  nonsense,' he  continues,  'the  court  ofQneen 
Eliiabeth  became  miserably  infected,  aod  [sic]  greatly  help'd  to  let  in  all  the 
vile  pedaotries  of  language  in  the  two  following  reigns.' 

*  Such  as  that  of  John  Hcywood.     CC  mnit,  pp.  ^38-9. 
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far  more  assuredly  a  prototype  in  the  Miles  Gloriosus 
of  Plautus  than  FalstafT  has  such  in  Sir  Tophas.  But 
it  is  quite  needless  to  multiply  examples  ;  they  crowd 
every  one  of  Lyly's  dramas'.  Still  more  obvious  is  his 
fondness  for  classical  allusions,  taken  from  a  fair  but 
not  very  wide  range  of  reading,  and  above  all  for  Latin 
quotations,  which  are  far  more  common  in  the  plays  than 
in  Et^ku€S^. 

Lyly,  whose  classical  reading  was,  as  has  been  seen,  in 
the  main  confined  to  a  few  Latin  poets  and  prose-writers 
(although  in  Campaspe  he  was  able  to  give  his  audience 
a  passing  taste  of  Aristotle  and  Plato),  was  as  a  dramatist 
specially  attracted  to  Ovid.  The  reason  of  this  may  doubt- 
less be  sought  in  the  prevailing  taste  for  allegory,  to  which 
80  strong  an  impulse  had  been  given  by  the  pageants  and 
masques.  Certainly,  neither  Lyly,  nor  any  of  the  earlier 
writers  who  contributed  to  the  formation  of  the  Euphuistic 
style,  invented  the  fashion  of  introducing  the  deities  and 
other  figures  of  classical  mythology  as  the  representatives 
of  moral  qualities,  vices  and  virtues,  emotions  and  affections. 
But  he  carried  the  tendency  to  an  extreme  limit,  and  was 
especially  adventurous  in  introducing  in  combination  with 
it  a  species  of  allegory  which  had  hitherto  hardly  ventured 
beyond  its  merest  b^innings  on  the  stage  '.  Compliments 
to  Queen  Elisabeth,  under  the  designation  of  Diana,  did  not 
satisfy  his  ambition ;  he  actually  apprised  his  audience  that 
there  was  a  hidden  meaning  in  the  plot  of  at  least  one  of 
his  plays,  and  unless  (which  in  the  case  in  question  seems 
unlikely)  the  ingenuity  of  commentators  has  laboured  in 
vain,  that  meaning  was  in  more  than  one  instance  the 

'  CC  HenM,  h.  s.,  viL  341  uqq. 

'  See  Compaq ;  Sapho  and  PMao  ;  Mydtu  ;  Lovii  Milamorfi/uau  ; 
•part  rrom  the  quotation*  of  Sir  Tophu  in  EnJimUiH,  who  when  in  love 
on  'apeak  Dothing  but  vermes'  and  'feels  all  Otrid  th  arU  amattJi  m  heavy 
•t  bii  heart  as  a  load  of  loggea.' 

'  Nothing  can  exceed  the  dijficulty  and  delicacf  of  the  task  of  discerning' 
without  excess  of  zeal  the  clement  of  peraonal,  which  of  course  is  veryoftea 
political,  meaning:  >n  a  literary  work.  Our  first  English  tragfedj  ia  most 
assuredly  not  devoid  of  political  iDtentfona ;  our  first  English  comedy,  as  has 
been  seen,  is  held  by  Mr.  Fleay  to  have  formed  part  of  a  sustained  con- 
troversy between  two  rival  dramatur^ts,     Cf.  anU,  p.  a6o. 
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reverse  of  triflir^  or  vague  ^  Lyl/s  boldness  in  this  respect 
remains  very  striking,  although  it  may  be  partially  accounted 
for  by  the  strong  current  of  fashion  in  &vour  of  allusive- 
ncss  of  this  sort  and  by  the  special  charm  it  seems  to  have 
possessed  for  the  Virgin  Queen,  and  although  his  imaginative 
power  as  an  all^orical  poet  seems  small  by  the  side  of 
that  of  his  great  contemporary  Spenser.  And  while  even 
in  the  hands  of  a  master  allegory  is  prone  at  times  to 
become  frosty,  or  to  wither  away  into  lifelessness,  with 
Lyly  it  is  often  the  merest  external  machinery,  which 
readily  lends  itself  to  use,  and  when  used  is  with  equally 
little  difficulty  cast  aside.  After  all,  however,  he  was  in 
this  respect  only  a  more  hardened  offender  against  the 
demands  of  nature  and  good  taste  than  his  most  illustrious 
non-dramatic  competitors  in  the  same  direction.  If  Lyly's 
all^ories  are  cold  and  tame,  it  would  be  difficult  to 
characterise  by  kindlier  epithets  the  staple  of  those  in 
Sidney's  Arcadia,  or  even  many  of  those  contained  in  the 
later  books  of  the  Faerie  Questu.  On  the  other  hand,  it 
may  be  doubted  whether  without  the  example  of  Lyly, 
Jonson*,  Marston,  and  others  would  have  attempted  the 
composition  of  those  all^orical  dramas  into  which,  for  the 
delectation  of  the  initiated,  they  crowded  so  much  cryptic 
sentiment  and  criticism  ;  or  whether  Shakspere  himself 
would  have  thought  of  elaborating  in  the  same  fashion  one 
of  the  most  exquisite  poetical  passages  to  be  found  in  any 
of  his  romantic  comedies  ^ 

As  to  the  style  of  Lyly's  comedies,  while  there  can  be 
no  doubt  but  that  it  exhibits  all  the  special  characteristics 
of  Euphuism  which  have  been  discussed  at  sufficient 
length  above,  and  while  in  a  greater  or  less  degree  these 
characteristics  are  to  be  found  in  all  kinds  of  scenes  and  in 
the  mouths  of  all  kinds  of  personages,  it  has  been  well 

>  See  the  observations  below  >s  toEndimion,Sapko  and  Pkao,  tjid  Mydaa. 
Allegorical  allusions  of  a  personal  kind  are  probably  iatended  in  one  or  two 
of  Ibe  remaining  plays. 

*  That  Cynthia  s  ReviU  ii  not  a  satire  on  Euphuism,  but  written  in  much 
the  same  critical  temper  as  the  Anatomy  of  Ifil  itself)  is  pointed  out  in  the 
article  in  the  Quarttrly  Rtvira,  January  1896,  already  cited. 

■  See  below  as  to  the  passage  in  A  Midaummtr  NigMa  Drtam,  iL  a. 
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pointed  out  that  '  the  Euphuism  of  the  plays  m  a  word 
is  simplified  Euphuism  ^'  This  was,  of  course,  a  result  of 
conditions  of  dramatic  composition  inevitable  at  all  events 
in  the  case  of  plays  intended  for  representation  on  the 
stage.  The  extent  of  the  sentences, — the  length,  so  to  speak, 
of  the  swing  of  the  pendulum, — is  necessarily  contracted,  and 
the  elaboration  of  the  artifices  of  illustration  is  more  sparit^. 
But,  including  the  allusions  to  natural  history  (though  they 
are  introduced  as  metaphors,  not  as  similes),  these  artifices 
are  all  to  be  found  in  the  dialogue  of  the  plays — naturally 
most  abundantly  in  the  more  sustained  and  serious  passages, 
and  in  purely  rhetorical  additions  such  as  the  Prol<^es 
and  Epilc^ues.  The  sameness  which,  though  again  in 
a  modified  measure,  thus  attaches  to  Lyly's  dramatic  as 
well  as  to  his  narrative  style,  is  the  more  marked  in  con- 
sequence of  bis  chief  defect  as  a  dramatist — his  lack  of 
a  real  power  of  characterisation. 
His  vtrse.  What  has  to  be  noted  concerning  Lyly's  blank  verse  will 
most  appropriately  be  said  in  connexion  with  the  play  pro- 
fessing to  have  been  his  earliest, — the  only  one  of  the  series 
which  is  written  in  metre.  The  lyrics  interspersed  in  his 
dramas  are  many  in  number,  probably  largely  in  conse- 
quence of  the  fact  that  his  actors  were  choir-boys.  Few  of 
them  are  gems  of  so  pure  a  water  as  the  famous  soi^  from 
Campaspe  ;  but  many  deserve  Mr.  Symonds'  praise  of  being 
'  as  neat  and  delicate  as  French  songs  ^.' 

A    brief  survey  of   Lyly's    dramatic  works   will   best 

exemplify  the  foregoing  remarks. 

Tht  A  passage  in  the  Prologue  to  The  Woman  in  the  Moone 

thfu^  "*    ^^™^  unmistakeably  to  ascribe  to  that  play  the  position  of 

(fir.  1S97).    the  earliest  among  its  author's  dramatic  productions.     The 

grave  objections  to  this  conclusion  would,  no  doubt,  be 

obviated  could  we  suppose  this  passage'  to  mean  merely 

'  C.  G.  Cbiid,  K.  s,,  SB.     I  am  inclined,  however,  to  demur  to  Mr.  Child's 

assertion,  safeguarded  as  it  is  in  a  way  which  rendeis  it  difBcuIt  (o  reply  bj 

quotations,   that  '  low  comedy  dialogue  shows  little  trace   of  Euphuism, 

though  hints  and  gleams  break  through  it  by  bq  unavoidable  ouuinf 

*  Shalafitr/a  PrtJtctssars,  p.  516,    CC  Baker,  h.&,  p.  dxxxvL 

'  '  Remember  a1)  is  but  >  poet's  dreame. 

The  first  he  had  in  Phoebus'  holy  bowre. 
But  not  the  lost,  unlesse  the  first  displease.' 
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that  this  was  Lyly's  '  first  verse-play,  but  not  his  first 
play*.'  But  there  seems  no  sufficient  reason  for  putting 
such  an  interpretation  on  the  words,  more  especially  as  it 
would  imply  the  existence  in  Lyly's  mind  of  a  distinction 
between  the  claims  of  verse  and  of  prose  composition 
which  it  would  be  specially  unfair  to  impute  to  him.  The 
difficulties,  at  the  same  time,  remain.  Tke  Woman  in  the 
Moone  was  not  entered  on  the  Stationers'  Rasters  till 
1595,  and  does  not  appear  to  have  been  actually  published 
till  1597-  Its  title  seems  to  suggest  a  parodistlc  allusion 
to  that  of  the  same  author's  Endimion,  or  tke  Man  in  tke 
Moone,  of  which,  as  will  be  immediately  seen,  the  date  may 
be  almost  conclusively  assigned  to  the  years  1579-80.  The 
plays  are  so  different  in  style  that  the  one  can  be  hardly 
supposed  to  have  immediately  followed  upon  the  other ; 
besides  which,  the  Man  could  in  the  way  of  title  hardly 
have  been  preceded  by  the  Woman.  Of  far  more  conse- 
quence is  the  cavil,  that  the  blanlc-verse  in  which  this  play 
is  written  can  hardly  date  from  as  early  a  year  as  1579  or 
1580,  when  no  blank-verse  of  Marlowe's  or  of  any  similar 
build  was  as  yet  known  to  English  literature.  It  cannot 
be  denied  that  the  firm  but  at  the  same  time  remarkably 
elastic  texture  of  the  blank-verse  in  this  play,  which  accom- 
modates itself  without  manifest  effort  to  the  sequence  of  the 
diction,  is  not  easily  to  be  reconciled  with  the  assumption 
of  a  date  before  1587,  or  a  not  very  much  earlier  year  '. 

As  for  the  diction  itself,  it  is  fairly  simple  and  straight- 
forward, with  only  a  few  classical  quotations  and  reminis- 
cences of  more  or  less  natural  history,  and  here  and  there 
a  play  on  words  or  alliterative  antithesis,  to  remind  the 
reader  of  the  capabilities  of  the  author.  The  plot  of  this 
pastoral  comedy  is  very  simple,  and  its  construction  the 
reverse  of  elaborate.    Nature,  with  the  assistance  of  Concord 

'  Fleiy,  EngiisA  Dttuna,  ii.  4a. 

'  1  cite  u  an  example  ihe  lines  in  act  iv.  cc  i : 

'O  Stesias,  what  a  heavenljr  love  haat  thou, —  - 

A  love  13  chaste  u  ia  Apollo's  tree  ; 
As  ardent  as  a  vcstall  Virgin's  eye. 
And  yet  as  bright  as  ^ow-worms  in  the  night, 
With  which  the  moming  decks  her  lover's  hayret' 
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and  Discord,  in  answer  to  the  demand  of  the  shepherds 
for  a  representative  of  the  female  sex,  creates  Pandora,  the 
heroine  of  the  play.  She  is  successively  exposed  to  the  in- 
fluence of  the  several  gods,  under  which  she  acts  as  a  mere 
puppet.  Saturn  makes  her  '  sullen,'  and  Jove  '  proud ' ; 
Mars  '  bloody-minded '  and  exceedingly  demonstrative  of 
a  tendency  to  lay  hands  upon  whomsoever  she  meets ;  Sol 
'a  Puritan,'  thoi^h  a  Puritan  after  the  fashion  of  Gabriel 
Harvey,  inasmuch  as  she  is  '  inspyrd '  to  an  exercise  in 
Latin  verse  composition '.  After  this  she  proves  only  too 
apt  an  automaton  in  the  hands  of  Venus,  and  involves  her- 
self in  a  maze  of  intrigue,  from  which  she  next  seeks  to 
escape  under  the  guidance  of  Mercury.  Finally,  she  goes 
mad  under  the  influence  of  Luna ;  and  is  by  Nature 
banished  into  the  Moon  for  a.  perpetual  dwelling-place. 
Hither  her  unfortunate  husband.  Stesias,  is  bidden  follow 
her,  so  as  to  become  the  Man  in  the  Moon  ;  and  to  revenge 
himself  on  Gunophilus,  Pandora's  servant  and  the  clown  of 
the  play,  who  for  his  ready  subservience  to  her  frailties  has 
been  changed  into  a  'hathorne,'  the  Man  in  the  Moon 
undertakes  to 

'  rend  this  hathorne  with  my  furious  hands, 
And  beare  this  bush,  if  care  she  kwke  but  backe, 
rie  scratch  her  &ce  that  was  so  false  to  meV 

The  device  of  Prohgus'  introducing  the  whole  of  this 
play  as  the  poet's  dream  is  familiar  enough  to  Chaucer 
and  his  successors,  and  was  adopted,  very  possibly  on  the 
sug^stion  of  this  production  of  Lyly's,  by  Shakspere  tn 
his  early  fairy-drama  ^     That  an  allegorical  meaning  of 

*  See  the  odd  scene,  ai 
A  letson  in  poetiy  very 
Btmrgtois  Gnttilhotmnt. 

'  As  to  the  relation  of  this  device  to  the  popular  table  of  the  Man  in  the 
Moon,  see  Fairhoh's  note,  ii.  aSa.  For  further  informa^cin  on  the  subject  of 
the  popular  farce  he  refers  to  Halliweirs  remarka  on  A  MuUMHtmtr  Night's 
Drtam.  in  hii  folio  edition  of  Shakapere,  where  by  the  bye  '  Hoonsbinc '  is 
lar  less  conununicative  of  elucidatory  learning  than  bia  commentator:  'AH 
that  [  have  to  say,  is  to  tell  you.  that  the  lanteni  is  tbe  moon  ;  I,  the  men 
In  the  moon ;  this  thom-buah,  my  thorn-bush ;  and  thia  dog,  my  dog,' 

*  See  Fairholt'a  note,  iL  378 ;   where  the  resemblance  is  pointed  oat 
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a  personal  kind  underlies  Lyly's  play,  seems  to  me,  with  all 
deference,  out  of  the  question.  It  would  have  been  a  sorry 
compliment  to  Queen  Elisabeth  to  designate  her  under  the 
name  of  Luna  as  the  final  refuge  of  the  errant  Pandora  ^. 

In  noticing  the  remaining  comedies  by  Lyly,  there  seems 
no  reason  for  diverging  from  the  order  of  sequence  adopted 
in  the  first  collective  edition  (which  however  did  not  include 
Lovis  Metamorphosis),  except  in  a  single  instance.  This 
is,  however,  that  of  the  play  which  may  for  more  reasons 
than  one  claim  to  be  regarded  as  the  most  notable  of 
Lyly's  dramatic  works. 

En4imum,  the  Man  in  the  Moone,  can  only  by  internal  EndimU 
evidence  be  shown  to  have  preceded  in  date  of  production  \^-y^^  *, 
the  other  earlier  plays  of  its  author,  which  share  with  it  i59'}- 
a  more  marked  adherence  to  the  Euphuistic  qualities  of 
style.     But  this  internal  evidence  is  peculiarly  strong,  and 
turns  on  an  interpretation  of  its  plot  and  characters  as  to 
the  substantial  correctness  of  which  no  reasonable  doubt 
can   be   said   to  remain.     It   was   not  printed   till   1591 '. 

between  the  thought  in  the  lines  quoted  above  at  the  dose  of  Lyly'a 
prologue,  and  Shakespere's — 

'  If  we  shadows  have  offended. 
Think  but  this  (and  all  is  mended). 
That  you  have  but  alumber'd  here 
While  these  visions  did  appear.' 
The  same  idea  recurs,  with  an  even  closer  resemblance  to  the  Shiksperean 
passive,  at  the  close  of  the  Prolegut  at  fhe  Court  to  Sapho  and  Phao  :  '  In 
all  humblenesse  we  all,  and  I  on  knee  for  all,  intreat,  that  your  Highnesse 
imagine  your  selfe  to  be  in  a  deepe  dreame,  that  staying  the  conclusion,  in 
your  rising  your  Majesty  vQucbsBfe  but  to  say,  ami  so  you  awakl' 

The  original  suggestion  of  the  machinery  of  a  dream  was  of  course  due 
to  the  Somnium  Safiioms,  as  narrated  by  Cicero,  Jt  Rtptibl.  lib.  vi.  ad  fin. 
(where  he  uses  the  phrase, '  Ego  aotnna  aolHlua  mm  *).  The  tenacity  with 
which  the  fancy  was  repeated  was  a  consequence  of  the  popularity  of  the 
KomaM  dt  la  Ron, 

'  This  is  rightly  seen  by  Hense,  h.  s.,  vii.  34B.  The  notion  seems  to 
have  been  suggested  by  H^itres  as  the  '  most  piquant '  thing  in  the  play. 
Ur.  Fleay,  thou^  of  course  he  recognizes  the  '  indirect '  satire,  is  guarded 
as  to  its  effects.  Mr.  Baker,  Intrvdudton,  p.  clzxiii,  offers  the  conjecture 
that  the  play  was  privately  produced  before  the  Qneen. 

'  Apart  from  its  appearance  in  the  collective  editions  already  cited,  it  has 
been  reprinted  in  Dilke's  Old  Playa  (vol.  iL  1814),  and  more  recently  in 
the  edition,  already  died,  by  Mr,  G.  P.  Baker,  to  whose  Inlmduetiom  I  ant 
VOL.  I.  U 
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Although  in  the  Prol<^fue  to  this  comedy  its  author  ex- 
presses a  hope  that '  none  will  apply  pastimes,  because  they 
are  fancies*,' and  facetiously  adds  that  'there  liveth  none 
under  the  sunne,  that  knoweth  what  to  make  of  the  Man 
in  the  Moone,'  in  the  Eptlc^e  he  claims  the  Queen's  pro- 
tection against  'the  malicious  that  seeke  to  overthrow  us 
with  threats,'  yet '  do  but  stiffen  our  thoughts.'  It  is  thus 
obvious,  that  he  desired  a  particular  meaning  <^  his  play  to 
be  accepted,  if  approved  by  the  authority  to  whose  com- 
mendation it  was  addressed. 

Now,  a  very  interesting  attempt  has  been  made  to  furnish 
the  key  to  this  meaning.  In  a  highly  elaborate  argument, 
which  I  shall  again  have  occasion  to  notice  in  connexion 
with  Shakspere's  Midsutnmer  Nights  Dream,  the  late 
Mr.  N.  J,  Halpin,  a  distinguished  Irish  man  of  lettere', 
examined  the  story  of  Lyly's  comedy,  and  came  to  the 
conclusion  that  in  all  probability  it  is  a  dramatic  repre- 
sentation of  the  di^race  brought  upon  Leicester  (Endymion) 
by  his  clandestine  marriage  with  the  Countess  of  Sheffield 
(Tellus),  which  incurred  the  anger  of  his  royal  mistress 
(Cynthia),  to  whose  hand  he  had  previouslyaspired.  Endy- 
mion's  forty  years'  sleep  upon  the  bank  of  lunary  ^  signifies 

indebted  for  the  opportunity  of  revUing  my  former  remarks  concemiiiK 
thia  play  and  Hr.  Halpin'a  view  of  its  Bllegnrical  sig;niGcuice. 

>  C£.  the  proverbial  sarcasm  cited  by  Lyiy  in  another  play  {Sapho  and 
Pkao,  act  iiL  sc.  a,  where  see  Fairholt's  note,  i.  a^^).  Ben  Jonson  has  more 
than  one  humorous  attack  upon  this  kind  of  ultra-ingenuity;  see  ».g.  Tht 
MagHttic  Lady,  act  ii.  ad  fin.,  and  above  all  the  well-known  reference  in  the 
InduilioH  to  Bartiioionua  Fair  Co  '  stale-decypherera,  or  politic  picklocks  of 
the  scene,  so  solemnly  ridiculous  as  to  search  out  who  was  meant  by  the 
gingerbread  woman,  who  by  the  hobhy-horseman,  who  by  the  costard- 
monger,  who  by  their  wares.'  The  well-known  experiments  of  Savem 
upon  Aristophanes  illustrate  the  fact,  that  the  danger  of  such  attempts 
lies  chiefly  in  the  want  of  self-restraint,  which  often  accompanies  really 
remarkable  hermencutical  ability. 

■  ObtroH's  ViaoH  in  tJu  MidaMtntfur  Night's  Drtam,  illuslralid  by  a  cotM- 
farison  unlh  Lyliis  Endymion.  By  the  Rev.  K.  J.  Halpin,  (Old)  Shaitafitatt 
Sodt/y'3  PMbliiatioH3,  1643. 

'  Endymion's  resolution,  because  'on  yonder  banke  never  grew  anything 
but  lunary,'  never  hereafter  to  '  have  any  bed  but  that  banke,'  is  a  genuine 
bit  of  Euphuism.  It  reminds  the  editor  of  the  CoHUmialion  0/ Dodslty  (iSti) 
(ii.  3)  of  the  Humoroua  Limlenant  of  Beaumont  and  Fletcher,  who,  '  when, 
by  magical  delusions,  he  (alls  in  love  with  the  old  King,  determines  to  lodge 
in  Kiiig-atrttl.' 
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his  imprisonment  in  the  castle  of  Greenwich  (the  Queen's 
favourite  residence) ;  the  friendly  intervention  of  Eumenldes 
refers  to  the  good  offices  of  the  Earl  of  Sussex;  and  the 
marriage  of  Tellus  to  Corsites,  which  solves  the  difficulty, 
is  the  marriage  of  Lady  Sheffield  to  Sir  Edmund  Stafford. 
There  are  other  identifications  of  characters  of  secondary 
importance  in  the  action  to  which  it  is  unnecessary  to  refer. 
But,  though  Mr.  Halpin's  invest^tion  began  on  something 
like  the  right  track,  it  does  not  appear  to  have  led  him 
home.  Cynthia,  of  course,  is  Queen  Elisabeth,  and  that 
Leicester  is  Endymion  seems  almost  equally  certain.  But 
the  secret  marriage  with  Lady  Sheffield  took  place  tn  1573, 
two  years  before  the  famous  festivities  at  Kenilworth  saw 
Leicester  at  the  height  of  the  royal  favour,  and  his  im- 
prisonment at  Greenwich  did  not  take  place  till  1579,  and 
was  due  to  the  revelation  by  the  French  ambassador 
de  Simier  of  Leicester's  secret  marriage  in  the  previous 
year  (1 578)  to  another  widowed  Countess,  Lettice  Countess 
of  Essex.  It  will  be  seen  at  a  glance  that  not  only  do 
these  circumstances  ^  better  correspond  to  the  action  of  the 
play  than  the  incidents  which  Mr.  Halpin  has  intermixed 
from  two  different  dates,  but  that  Lyly,  whose  play  cannot 
in  any  case  have  been  written  long  before  1579,  could 
hardly  have  made  an  event  dating  back  as  far  as  1573  the 
main  subject  of  his  plot. 

But  this  plot  is  in  the  play  carried  to  a  very  decisive 
issue.  After  forty  years'  slumber  Endymion  is  awakened 
by  Cynthia's  kiss ',  and  after  he  has  related  his  dream,  in 

'  Sc«  Baker,  xlir.  atgq.  He  cites  Camden  as  showing  that  Sussex 
(Eumenides),  notwithatanding  his  enmiQ'  to  Leicester,  deprecated  the 
Queen's  wiath  agsinst  him. 

•  Mr.  Symonda  has  admirably  depicted  this  scene,  as  enacted  before 
Queen  Elisabeth  at  Greenwich.  *  Lords,  ladies,  and  ambassadors  watch  her 
face,  as  courtiers  watch  ■  queen.  On  the  stage  lies  no  Hellenic  shepherd 
in  the  bloom  of  youth,  but  a  boy  attired  in  sylviui  style  to  represent  an  aged 
man  with  Qowiag  beard,  Cynthia — not  the  solitary  maiden  goddess,  led 
by  Cupid,  wafting  her  long  raiment  to  the  breeze  of  night,  but  a  queen 
among  her  ladies,  a  boy  disguised  to  personate  Elisabeth  herseir — bends 
over  him.  And  Endymion's  dream,  when  he  awakes,  has  been  no  fair 
romance  of  love  revealed  in  stumher,  but  a  vision  of  treason,  envy,  ingra- 
titude, assassination,  threatening  his  sovereign '  (SJiaisfirrJs  PndKtssors. 
p.  sai). 
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itself  not  devoid  of  significance ',  Endymion's  marriage  is 
made  the  best  of,  and  he  is  restored  to  Cynthia's  favour. 
Leicester's  imprisonment,  we  know,  lasted  little  more  than 
a  month ;  but  ailer  his  release  he  again  fell  into  disfavour, 
and  was  not  finally  restored  to  the  Queen's  good  graces 
till  nearly  a  year  had  elapsed  after  the  disclosure  of  his 
marriage  and  his  confinement.  The  probability  certainly 
seems  to  be  that  his  release  is  one  of  the  incidents  included 
in  the  allegory,  so  that  it  cannot  have  been  produced  before 
September,  1579.  On  the  other  hand,  it  is  difficult  to 
suppose  Lyly  to  have  been  bold  enough  to  plead  in 
Leicester's  behalf  when  he  was  again  in  disgrace,  and  this 
excludes  any  date  after  the  beginning  of  November,  1579, 
unless  we  are  to  assume  one  later  than  July,  1580,  This, 
however,  would  not  only  imply  that  Lyly  then  revived 
what  at  court  would  already  have  become  a  piece  of  ancient 
history';  but  it  would  remove  the  date  of  the  composition 
of  Endimion  out  of  the  close  proximity  to  the  dates  of 
publication  of  the  two  books  of  Euphues,  of  which  the 
diction  of  the  play  furnishes  specific  as  well  as  general 
proofs  in  a  measure  reached  by  no  second  among  Lyly's 
comedies  *.  On  the  whole,  therefore,  the  conclusion  may  be 
accepted  with  confidence,  that  Endimion  was  first  performed 
in  September  or  October,  1579. 

While,  then,  exhibiting  the  style  and  sentiment  of  its 
author's    contemporary   non-dramatic    work  *,    Endimion, 

'  See  th«  preceding  note.  Ther«  is  no  perceptible  allusion  in  Endymion's 
narrative  to  the  French  mairiagc-acheme. 

'  Such,  of  courae,  it  would  have  yet  more  emphatically  been,  were  it 
necessaryto  accept  Mr.  Fleay's  assumption  (h.s.  p.  41 ;  cS-Hiatoryc^UitSlagt, 
p.  ^6)  that  EHiUmioH  was  first  performed  in  1588.  This  supposition  rests  on 
the  statement  en  the  title-page  of  the  ori^nal  edition,  that  the  play  was 
perfomicd  '  at  Candlemas  at  Greenwich,'  about  which  time  the  children  of 
Paul's  are  known  to  have  acted  there.  But  we  do  not  know  what  play 
they  acted  at  Candlemas,  or  supposing;  it  to  have  been  Endimion,  that  this 
was  Ihe  first  performance  of  that  comedy. 

•  See  Baker,  u,s.,  lizviii.  scjq.  The  differences  between  the  EuphuUtn 
of  Endimion  and  that  of  Camfiaspi  and  Sapho  and  Phao,  which  are  dwelt 
on  by  Child,  u.  >.,  93-4,  will  hardly  be  thought  to  tell  against  either  the 
above  statement  or  the  hypothesis  which  il  supports. 

*  See  the  contrast  drawn  between  friendship  and  love  by  Geron,  act  iii. 
Bc.  4,  which  quite  accords  with  the  social  philosophy  oCEufiuts. 
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instead  of  leaning  closely  on  any  classical  original,  derives 
a  semblance  of  life  from  the  contact  between  its  action  and 
the  real  experiences  of  real  personages.  It  would  have 
been  out  of  keeping  with  the  purpose  of  the  play,  even  had 
it  been  in  Lyly's  power,  to  infuse  much  human  passion 
into  the  amorous  declamations  of  his  hero,  but  they  are  not 
wholly  devoid  of  charm ;  while  the  laughable  character  of 
the  '  bra^i^  soldier '  and  foolish  pedant,  Sir  Tophas, 
happily  supplies  the  comic  element  in  an  action  which  it 
would  perhaps  have  been  a  mistake  to  sustain  in  too  con- 
tinuous a  key  of  sentiment '.  That  Shakspere  was  familiar 
with  Enditnum  is,  apart  from  the  relation  already  mentioned, 
obvious  from  unmistakeable  resemblances  between  passages 
in  this  comedy  and  two  at  least  of  his  plays  '. 

Lyly's  second  play  (if  the  above  conclusions  be  accepted)  Campaipt 
was  the  'moste  excellent  Comedie  ai  Alexander ,  Campaspe  (pr.  15^'. 
and  Diogenes,  played  before  the  Queene's  Majestie  on  twelfe 
day  at  night,  by  her  Maiestie's  Children  and  the  Children 
of  Paules,'  also  played  at  the  Blackfriars,  and  £rst  printed 
in  1584.  Althoi^h  we  have  in  this  instance  no  internal 
evidence  to  fix  the  actual  date  of  first  production  (for 
I  cannot,  with  Mr.  Fleay,  suppose  Lyly  to  have  been  bold 
enough  to  have  thought  of  'shadowing  forth'  Leicester's 
marriage  with  the  Countess  of  Essex  under  the  union  of 
Apelles  and  Cetmpaspe,  to  which  Alexander  (Elisabeth) 
magnanimously  consents),  it  is  obvious,  from  the  style  of 
the  piece,  that  it  came  fresh  from  the  hand  which  had 
recently  written  Euphius\  and  this  ^[reea  with  Mr,  Fleay's 

'  Some  of  the  dialogue  in  which  Sir  Tophas  talcei  part  is  pleaaaoc 
fooling.  See  t.g.  act  iii.  sc  a,  where,  on  Tophas  sighing  'Hey  ho,'  his 
aHenduit  'Epi'  replies  'What's  that?*  'An  interjection,  whereof  some 
are  of  mourning,  as  eho,  vah.'  '  I  understand  you  not.'  'Thou  seesC  iiiel' 
'I*  (i.«.  Aye).  'No."  '  Thou  hearest  me  1 '  'I.'  '  Thou  fcelest  me  I '  'I,' 
'And  not  under«tBDdst  mel'  'No,*  'Then  aui  I  but  three  quarters  of 
a  nowne  substantive.  But  also,  Epi,  to  teU  thee  troth,  I  am  a  nowne 
adjective.'  '  Why  I'  '  Because  I  cannot  stand  without  another.'  'Who  is 
that  I '  '  Dip»as,'&c.  Ur.  Halpin  thinks  Sir  Tophas  may  have  been  intended 
for  Gabriel  Harvey,  with  whom,  as  has  been  seen,  Lyly  was,  or  was  to  be, 
at  feud. 

*  See  act  iv.  sc.  a — 'Enter  the  Watch';  and  act  iv.  sc.  3— 'Song  by 
fairies';  MiAMudt  Ado  about  Ii<akmg{Dt>igoenyKDAVNfiesi^  and  VtasMmy 
Witts  of  fVmdior,  act  v.  sc.  5. 
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supposition ',  based  on  the  Court  accounts,  that  it  was 
first  performed  on  New  Year's  Eve,  1581.  The  euphuism 
of  Campaspe  pervades  the  entire  play,  with  the  exception  of 
but  one  or  two  scenes,  and  well  suits  a  method  of  treatment 
which  has  incurred  the  censure  of  Schlegel,  unanswerable 
in  itself,  that  this  comedy  furnishes  a  warning  example,  how 
incapable  anecdotes  and  conceits  are  of  forming  a  dramatic 
whole.  Indeed,  Campaspe  is  little  more  than  a  dramatic 
anecdote ;  but  within  the  limits  thus  indicated  it  is  a  sin- 
gularly entertaining  production ;  nor  is  it  difficult  to  under- 
stand how  it  served  to  gratify  the  tastes  both  of  the  Court 
and  of  the  popular  audience  before  which  it  was  repeated. 
It  has  accordingly  two  prolines  and  epilc^ues,  addressed 
severally  to  the  two  audiences.  The  slight  substructure  of 
the  story  is  borrowed  straight  away  from  Pliny,  who  relates 
it  in  a  very  few  words,  but  in  a  very  impressive  way''. 
Alexander  and  Apelles — the  King  and  the  painter — both 
love  the  Theban  captive  Campaspe ;  but  in  the  end  the 
King  resigns  her  to  his  rival,  and  starts  to  woo  another 
mistress,  Glory,  in  the  Persian  Wars.  Round  these  per- 
sonages, interesting  in  themselves,  are  grouped  the  soldiers 
and  courtiers  of  Alexander,  with  the  philosophers  of  the 
Court  and  the  philosopher  of  the  street,  Diogenes^.  Thus 
the  ingenious  author  is  easily  enabled,  as  he  says  in  one  of 
the  prologues,  to  mix  '  mirth  with  coimcell,  and  discipline 
with  delight,  thinking  it  not  amisse  in  the  same  garden  to 
sow  pot-hearbes,  that  wee  set  flowers.'  To  continue  the 
antithesis,  I  think  the  '  pot-hearbes '  will  be  generally  pre- 
ferred to  the  '  flowers,' — the  ready  retorts  of  Diogenes  to 
the  profundity  of  Aristotle  and  Plato  and  the  harangues  of 
Hephaestion,  and  the  charming  song  of  Apelles  ^  to  the 

■  ii.  39, 

*  NtU.  Hist.  lib.  XXXV.  cap.  x.  %%  85-87.  He  says  that  Alexander,  by  re- 
signing '  Pancaste'  (from  whose  Dame  that  of  Campaspi  seems  to  have  been 
fonned  \>y  b  curious  kind  of  metathesis),  showed  himself  to  be  '  rttagyma 
animo,  maior  imperio  ski,  tuc  minor  hot  facto  gttatH  victoria  ajiqtid.'  We 
again  recall  Eduiard  III  in  the  fine  play  attributed  to  Shakspere. 

'  'Diogenes,  !  think,  means  LylyhimselC    (Fleay.)    Quain? 

'  This  song  (act  iii.  sc.  5)  is  the  celebrated  '  Cupid  and  my  Campaspe 
played,'  which  has  Justly  attracted  the  praise  of  generations  of  critics,  and 
was  printed  by  Bishop  Percy  in  his  RiUqtua,    The  play  contains  another 
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long  soliloquy  wbidi  precedes  it,  steeped  in  allusions  to 
natural  philosophy  and  medicine.  There  is  in  this  play, 
besides  a  great  amount  of  far-fetched  ingenuity,  much  real 
wit ;  and  the  '  quips '  of  Diogenes  could  not  ea^ly  be  sur- 
passed in  swiftness  and  smartness.  He  remains  victor  in 
all  the  contests,  except  perhaps  in  a  brief  bout  with  his 
servant  Manes  ^ ;  and  the  speech  is  not  without  power 
which  he  addresses  to  the  Athenians,  assembled  to  see  him 
fly,  while  he  contents  himself  with  the  experiment  of 
'  flying  over  their  disordered  lives  *.' 

Even  slighter  in  texture  than  Campaspe  is  the  comedy  SafiMotuu/ 
of  SafiAa  and  Pkao,  which  like  the  former  was  acted  both  f^^*"^ 
at  the  Court  and  at  Blackfriars,  and  was  printed  in  1584.  pr.  1584). 
Indeed,  notwithstanding  an  abundant  display  of  the  favourite 
features  of  Euphuism  (including   natural   history  similes), 
showing  clearly  enough  to  which   period   of  its   author's 
literary  life  it  belongs,  Saphtt  and  Pkao  could  hardly  have 
engaged  the  attention  of  its  audiences,  but  for  references 
in  its  plot,  which  at  the  same  time  go  far  to  establish  the 
date  of  the  play.     There  can  be  little  doubt  that  Phao's 
departure  from   Sicily,  of  whose   princess    Sapho  *  he  is 
enamoured  (while  Venus  herself  is  in  love  with  him),  points 
(notwithstandii^  the  awkwardness  involved  in  the  last- 

chaming  song  of  a  difiiercnt  kind  (act  v.  sc.  i),  dted  by  Sytoondt,  in  which 
occurs  the  passage  (conceniing  the  lark)  :~ 

'  How  at  Heaven's  gates  she  claps  her  wings. 
The  morning  waiting  till  she  sings.' 
C£  the  opening  line  of  the  aong  in  Cytnbtlint,  act  ii.  se.  3. 

'  See  act  ii.  sc.  i.  Manes  (named,  as  Psyllus  says,  '  Hanes,  a  Hanendo, 
because  he  runneth  away')  is  a  kind  of  philosophical  Launcelot  Gobbo. 
'  1  did  Dol  run  away,  but  retire,'  he  says  in  answer  to  Psyllus*  jest.  And 
when  Diogenes  announces  his  determination  to  put  him  away  and  serve 
himsdf, '  quia  mmtgto  ttavi  (<,' he  replies  that  be  means  to  run  away  again, 
'quia  aa'o  tibi  mm  us*  argattiUH.'  Uanes'  definition  of  a  'quip'  may  be 
worth  quoting  (act  ili.  sc.  s)  :  '  Wee  great  girders  call  it  a  short  saying  of 
a  sharpe  wit,  with  a  bitter  sense  in  a  sweet  word.' 

'  Act  iv.  sc.  I ;  '  AU  conscience  is  sealed  at  Athens.  Swearing  cometh 
of  a  hot  mettle ;  lying  of  a  quick  wit ;  flatteiy  of  a  flowing  tongue ;  indecent 
talke  of  a  meny  disposition.  All  things  are  lawful!  at  Athens.'  'Allusions' 
of  this  sort,  although  tbey  may  happen  to  hit  the  mark  in  the  England  of 
Euphues  or  of  any  other  censor,  have  a  general  gnomic  force  worth 
recognising. 

'  This  Sapko  has  nothing  in  common  with  the  poetess  of  Lesbos,  whom 
among  modems  GriUpaner  has  made  the  subject  of  a  tragedy  of  some  interest. 
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named  complication)  at  the  departure  from  England,  in 
February,  1683,  of  Francis  Duke  of  Anjou.  Otherwise,  the 
breaking-ofT  of  the  action  of  the  play  with  so  lame  a  con- 
clusion would  hardly  admit  of  explanation.  Mr.  Fleay, 
who  has  a  further  reason  for  ass^ii^  this  date  to  the  pro- 
duction of  Sapko  and  Phao,  holds  that  the  inhibition  of 
performances  by  the  Children  of  St.  Paul's  was  due  to  the 
offence  given  by  this  play  and  its  predecessor'.  If  so, 
Lyly  might  have  spared  himself  the  mixture  of  deprecation 
and  innuendo  into  which  he  thought  fit  to  conclude  this 
play*.  We,  who  may  be  presumed  to  have  outlived  the 
taste  for  scandal  about  Queen  Elisabeth  or  her  suitors,  may 
be  excused  for  indulging  other  artificial  tastes  which  such 
a  production  as  Sapko  and P hoc  gratifies.  As  Mr.  Symonds 
hints,  the  Dresden  china  style  of  love-making  has  a  certain 
attractiveness  of  its  own '. 

The  date  of  the  production  at  Court  of  GaUatkta,  first 
'  printed  in  1593,  might,  in  accordance  with  3  very  striking 
piece  of  internal  evidence,  seem  assignable  to  the  beginning 
of  1588*.  But  so  simple  a  solution  has  been  held,  while 
agreeing  with  the  freedom  of  the  dialc^ue  of  this  play  from 
the  Euphuistic  peculiarities  of  style  common  to  the  earlier 
group  of  Lyly's  dramas,  to  be  out  of  keeping  with  their 
manifest  presence  in  much  of  the  remainii^  part  of  the 
comedy  '.  A  chorizontic  solution  of  the  difficulty  has  there- 
fore been  thought  necessary ;  and  we  are  invited  to  assign  the 
composition  of  the  earlier  version  of  GaUathea,  of  which  the 
subsidiary  action  concerning  the  pages  and  their  masters 
formed  no  part,  to  1584,  and  the  production  of  the  play  in 

>  EHgliih  Drum*.  iL  40. 

>  Sec  the  speech  of  SybiUa  at  the  end  of  the  comedy ;  and  cf.  the  vtgue 
'  wish '  at  the  end  of  the  EpUogHi. 

'  C^.s-i  593-4.  I  addaUter  illustnitioD : '"Shall  I  feed  my  pretty  Princess 
with  boitboHS^  "  Arthur  Pendenais  enquired  sarcastically  of  Miaa  Blanche 
Amory.     "  MaiaJ'adon  Us  boniims,  moi,"  said  the  little  Sylphide.' 

'  See  the  references,  dted  by  Fleay,  to  oetegesinua  octavua  mtrabHia 
OMfUM  in  act  iiL  ac.  3,  and  act  v.  sc.  i.  These  allusions  to  a  current  astro- 
logical superstition  are  in  harmony  with  the  general  drill  of  the  play. 
Fleay  thinks  the  particular  character  of  the  'astronomer'  identifiable  with 
the  fiunous  Dr.  Dee,  Ac. 

•  Child, )!.«.,  p.  95. 
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its  present  entirety  to  158*),  'the  wonderful  year'.'  The 
conclusion  involves  no  actual  improbability;  but  I  must 
confess  that  I  can  perceive  no  such  distinction  between  the 
several  portions  of  the  play — dialc^es  and  soliloquies — as 
has  been  freely  assumed. 

The  scene  of  the  action  is  laid  in  Lincolnshire,  and  some 
comic  personages  of  a  modem  cast  are  introduced ;  indeed, 
the  comic  element  vindicates  to  itself  a  considerable  im- 
portance in  the  progress  of  the  play.  '  Raffe,'  with  his 
anything  but  far-fetched  puns*,  is  a  promising  specimen 
of  the  clown  of  Elisabethan  comedy,  while  the  figures  of 
the  'Alcumist'  and  the  'Astronomer'  directly  satirise  the 
iaise  science  of  the  day.  The  plot,  which  involves  the 
di^uise  of  two  maidens  as  boys,  and  their  consequent 
passion  for  one  another,  may  have  been  su^ested  by  an 
inversion  of  a  lascivious  tale  in  Ovid  ' ;  but  in  the  play  little 
is  made  either  of  the  pathetic  or  of  the  comic  side  of  the 
situation.  On  the  other  hand,  there  is  some  pretty  toying 
with  the  fancy  of  the  capture  of  Cupid  by  Diana's  n)rmphs, 
who  subject  him  to  a  series  of  penalties  in  revenge  for  his 
misdeeds,  first  making  proclamation  as  follows: 

'  O  yes,  O  yea,  if  any  maid 
Whom  loving  Cupid  has  betraid 
To  frownes  of  apite,  to  eyes  of  scome. 
And  would  in  madness  now  see  tome 
The  boy  in  pieces — 

Let  her  come 
Hither,  and  lay  him  to  bis  docanc' 

The  frolic  spirit  of  this,  which  recalls  the  gaiety  of  Theo- 
critean  pastoral  in  its  English  dress',  is  more  amusing 
than  the  harangue  to  her  nymphs  of  Diana,  the  accepted 
type  of  royal  virginity '. 

Curiously  enough,  the   next   play  in  the  list  of  Lyly's  Mydas  (fr. 
comedies,  where  there  is  no  reason  to  suppose  but  that  it  'M*)- 

>  Baker,  u.  a.,  pp.  zcvi.  w}f. 

'  '  Conaim  ?    ConJoggtl    I  will  away,'  &c. 

■  The  atory  of  Iphia  and  lanthe  in  Ov.  Mrkumrpk.  bk.  ix.  Tlie  QuarUrly 
Rtvitmtr  haa  pointed  out  this  and  another  clauical  reminiscence  in  the  play. 

•  C£  Tkt  SlupfitanU  Calmiar,  Hanrh. 

'  CT.  Symonds,  u.a.,  p.  509.  Her  '  Now,  ladiea,'  indeed,  is  in  a  more 
modem  feminine  style. 
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occupies  its  proper  place  in  chronolc^ical  order,  exhibits 
a  marked  fallii^-off  in  some  of  the  characteristics  of  style 
which  are  so  manifest  in  his  earlier  dramas.  It  may  be 
that  a  certain  consciousness  of  higher  and  more  serious 
purpose  pervades  the  all^orical  passages  in  Mydas  (first 
printed  in  159a,  and  unmistakeably  written  in  those  later 
years  of  the  reign  of  Philip  II  of  Spain,  when  England  was 
beginnii^  to  confront  him  as  the  avowed  representative 
of  the  cause  whose  ruin  he  had  spent  his  life  io  essayii^ 
to  compass ').  It  may  be  also  that  Lyly,  as  years  went 
on,  had  become  weary  of  the  more  '  mechanical  devices ' " 
of  his  favourite  earlier  manner,  while  adhering  to  the  use  of 
its  most  essential  characteristics,  and,  where  the  large  comic 
admixture  in  the  action  did  not  interfere,  effectively  making 
use  of  the  alio  estilo  which  was  so  particularly  in  harmony 
with  the  allegorical  significance  of  his  argument.  For 
although  it  may  be  difficult  to  convince  oneself  that  Mydas 
is  like  Endimum,  a  more  or  less  complete  allegory  in 
dramatic  form  ^,  the  course  of  the  play  is  beyond  dispute 
abundantly  seasoned  by  political  allusions.  The  time  of 
its  production  was  favourable  to  a  free  delivery  of  hits  at 
Philip  of  Spain,  who  is  repeatedly  *  satirised  as  Mydas,  and 
to  an  indulgence  in  exultation  over  the  achievements  of 

'  A  passage  ia  act  iii.  ac.  t  undeniably  shows  that  the  play  was  written 
after  the  dissipation  of  the  Armada.  '  Havs  not  I,'  exclaiiiu  Hydas, '  made 
the  sea  to  groane  under  the  number  of  my  ships;  and  have  they  not 
perished,  that  there  was  not  two  left  to  make  a  numberl '  And  another 
passage,  act  iv.  sc  4,  while  apparently  alluding  to  the  same  catastrophe, 
appears  to  refer  not  less  distinctly  to  the  various  English  attempts 
against  the  Spanish  power  that  preceded  the  expedition  to  Cadiz  :  '  I  see 
■11  his  expeditions  for  waires  are  laid  in  water;  for  now,  when  he 
should  execute,  he  begins  to  consult,  and  suSen  the  enemies  to  bid  us 
good  morrow  at  our  owue  doores,  to  whom  wee  long  since  might  have 
given  the  last  good  night  in  their  owne  beds.' 

'  CX  Child,  U.S,  p.  96. 

*  So  Mr.  Halpin  (Obtrotis  Vision,  p.  123)  seems  to  think,  who  supplies 
a  key,  '  conjectural  and  incomplete,'  as  he  avows,  but  BuEGciently  ingenious, 
to  many  of  its  characters  and  passages.  Cf.  Fleay,  h.  s.,  p.  4a.  In  a  '  Con- 
cluding Note '  to  this  play  in  vol.  i.  of  the  Contitmation  of  Dodstty  (1814), 
the  editor  solemnly  leaves  it  to  the  future  to  decide  whether  a  historical 
parallel  drawn  by  him  between  Midas  and  another  ambitious  sovereign  wilt 
be  completely  boms  out  by  the  termination  of  the  career  of— Napoleon! 

'  Act  iii.  sc.  I ;  act  iv.  sc.  i ;  act  v.  sc  3. 
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England,  here  extolled  under  the  name  of  Lesbos,  which 
'the  gods  have  pitched  out  of  the  world,  as  not  to  be 
controlled  by  any  in  the  world  ^.'  It  is  on  stretching  his 
hands  to  Lesbos,  that  Mydas  has  become  conscious,  and 
prepared  to  confess  to  Diana,  that  his  affection  is  grown 
'  unnaturall  *,'  or,  as  one  should  say,  obsolete.  Among  other 
incidental  references  is  one  to  Philip's  supposed  anxiety  for 
the  inherited  rights  of  his  daughter,  the  In&nta  Clara 
Isabella  Eugenia,  but  herein  Lyly  appears  to  have  fallen 
into  a  mistake  ^.  In  any  case,  it  may  be  confessed  that 
the  play  stood  in  some  need  of  such  incidental  appeals 
to  patriotic  sympathies;  for  it  is  in  sutistance  a  dull 
production.  In  the  conduct  of  his  story,  the  dramatist 
imitates  neither  Apuleius'  fable  nor  Lucian's  earlier 
dialogue  version  of  its  theme,  but  his  favourite  Ovid  *. 
Possibly  because  the  resources  of  the  stage  'in  Pauls'' 
were  unequal  to  such  an  effort,  the  crucial  incident  of 
turning  all  objects  into  gold  forms  no  part  of  the  course  of 
the  action  presented  ;  and  the  opportunity  Is  thus  foregone 
of  displaying  the  folly  of  Mydas'  wish.  On  the  other  hand, 
the  second  part  of  the  action,  which  reproduces  the  story  of 
the  ass's  ears,  is  more  lively  in  effect,  although  it  is  difficult 
not  to  sympathise  with  Mydas  for  preferring  Pan's  song, 
poor  as  it  is,  to  Apollo's,  which  is  still  poorer.  The  barber 
Motto  and  Dello  his  boy  (who  says  that  his  master  has 
taught  him  '  Tully  de  oratore,  the  very  art  of  trimming ') 
are  fairly  amusing '.  The  diction,  as  usual  with  Lyly,  suffers 
from  an  excess  of  cadences,  and  there  is  an  abundance 
of  puns  and  Latinity  of  the  quotable  sort ''. 

'  Act  T.  sc.  3  ;  and  cf.  act  iv.  sc.  4.  aad  (A.  sc.  i,  the  cry  of  Midu,  when 
hit  oas'a  CBis  arc  diicDvccTd  :  'What  will  they  say  id  Lcsbost' 

*  See  act  T.  sc.  3.  Philip  put  forward  her  claimi  ^through  her  mother)  to 
the  French,  not  to  the  Spanish,  crown. 

'  Mttam.  xL  go  w^. 

>  Prob^ue. 

'  O'Hara'a  'burletta'  on  the  subject  of  MitUa  is  well  known,  and  still, 
1  believe,  keeps  the  itage.  It  was  Gist  acted  in  Ireland,  and  appeared  on 
the  English  stage  in  1764. 

'  Hr.  C  G.  Child,  k.a,  80-3,  refers  to  the  rhythm  of  the  oracle  of  ApoUo 
in  this  play,  act  v.  sc.  3.  It  is  indeed  a  curious  mixture  ;  but  a  novel  sort 
of  trochaic  basis  is  its  most  interesting  characteristic. 
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Moiiur  Fortune-tellii^,  a  favourite  practice  of  the  age  to  which 

Ur.rsM).  Lyly  elsewhere  makes  reference,  suggested  the  eponymous 
character  in  his  '  pleasant  conceited  comedie,  called  Mother 
Bomdu'  (first  printed  in  1594).  No  derivation  from  any 
classical  source  has  been  suggested  in  the  case  of  this  play, 
and,  in  accordance  with  probable  date,  as  well  as  with  its 
broadly  comic  matter  and  manner,  it  is  not  pervaded  by 
the  Euphuism  of  its  predecessors.  Yet  the  cunning  old 
woman  of  Rochester  has  little  to  say  or  do  in  the  play, 
although  her  intervention  helps  to  bring  about  the  solution 
of  its  plot.  This  plot  shows  considerable  skill  of  invention, 
and  an  audacious  symmetry  unsurpassed  in  any  of  our  old 
comedies  founded  on  '  errors '  (mistakes  of  identity).  It 
will  suffice  to  summarise  the  argument  of  Mother  BombU  in 
the  words  of  two  of  its  agents  ^ : — 

'  Memphio  had  a  foole  to  his  Sonne,  which  Stellio  knew  not ;  StelUo 
a  foole  to  his  daughter,  unknowne  to  Memphio;  to  coosen  each  other 
they  dealt  with  their  boies  [i.  e.  servants]  for  a  match  [in  other 
words,  they  tried  with  the  help  of  their  servants  each  to  palm  ofT  his 
foolish  child  upon  the  supposed  sensible  child  of  the  other] ;  wee  [the 
servants]  met  with  Lueio  and  Halfeptnit  [two  other  serving-men] 
who  t<rid  the  love  betweene  their  master's  children  [Acciusand  Sileoa], 
the  youth  deeply  in  love,  the  fathers  unwitting  to  consent . . .  then  wee 
foure  met,  which  argoed  wee  were  no  mountaines ;  and  in  a  taveme 
wee  met,  which  argued  wee  were  mortall ;  and  everie  one  in  his  wine 
told  his  da.yes  worke,  which  was  a  signe  wee  forgot  not  our  businesse ; 
and  seeing  all  our  masters  troubled  with  devises,  we  determined 
a  little  to  trouble  the  water  before  they  dninke  ;  so  that  in  the  attire 
of  your  children,  our  masters'  wise  children  bewrayed  their  good 
natures  [i.  e.  proved  themselves  the  fools  they  were] ;  and  in  the 
garments  of  our  masters'  children  yours  made  a  marriage ;  this  all 
stood  upon  U3  poore  children,  and  your  young  children,  to  shew  that 
old  folkes  may  be  overtaken  by  children.' 

To  which  it  has  only  to  be  added,  that  the  two  foolish 
children,  Accius  and  Silena,  in  the  end  turn  out  to  be  brother 
and  sister,  changelings  foisted  upon  Memphio  and  Stellio, 
by  Vicina,  who  has  brought  up  their  actual  children, 
Maestius  and  Serena,  as  her  own,  and  as  brother  and  sister, 
and  has  thus  impeded  the  solution  which  satisfies  the  actual 
state  of  the  case. 

Such  is  the  sufficiently  ingenious  contrivance  of  the  plot 
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oi  Mother  Bombie.  The  diction  of  the  play,  in  consequence 
no  doubt  of  the  relative  freedom  of  its  style,  is  by  no  means 
deficient  in  humour;  although  the  author  is  nowhere  so 
much  himself  as  in  the  scene  where  the  two  clever  children 
display  their  wit, — Livia  by  displayii^  a  sampler  stitched 
with  an  emblematic  anthology  of '  flowers,  fowles,  beastes, 
fishes,  trees,  plants,  stones  and  what  not,'  and  Candlus  by 
quoting  (in  the  original  tongue}  a  certain  '  fine  pleasant  poet 
who  intreateth  of  the  art  of  love,  and  of  the  remedie '.' 

Finally,  in  the  last  of  the  plays  which  can  with  certainty  Louis 
be  ascribed  to  Lyly,  the  '  wittic  and  courtly  Pastorall  *  of  ^^Z] 
Love's  Metamorphojis  (first  printed  in  l6oi),  we  are,  as  the  i6oi). 
description  Implies,  once  more  transplanted  into  the  more 
special  atmosphere  of  the  author's  earlier  efibrts.  Its 
allegorical  element  (if  it  exists  at  all)  is  indeed  compara- 
tively faint ;  on  the  other  hand  there  is  no  admixture  of 
low-comedy  or  farcial  matter.  While  the  diction  is  often 
more  dramatically  direct,  we  elsewhere  have  to  recognise 
the  copious  industry  with  which  similes  and  conceits  are 
as  usual  accumulated  round  an  unsubstantial  plot.  The 
characters  are  of  the  familiar  cast — Ceres  and  her  nymphs, 
'  cruell,"  '  coy,'  and  '  wavering,'  the  shepherds  their  lovers, 
and  Cupid,  who  in  anger  at  their  coldness  metamorphoses 
them  into  a  stone,  a  rose,  and  a  bird,  and  only  releases  them 
at  the  conclusion  of  the  play.  In  a  bye-plot,  not  very 
skilfully  interwoven  with  the  main  action,  the  savage  Erisic- 
thon  is  by  reason  of  his  destruction  of  the  holy  tree  of 
Ceres,  and  with  it  of  the  life  of  the  unhappy  Fidelia  who 
had  been  metamorphosed  into  the  tree,  visited  by  Famine*, 
to  escape  whose  inflictions  he  is  willing  to  sell  his  daughter 
Protea  to  '  a  merchant.'  Protea  escapes  by  changing  her 
aspect  (in  accordance  with  her  name),  and  returns  under  the 
fresh  di^uise  of  the  revengeful  ghost  of '  Ulisses,'  in  time  to 
save  her  lover  PetuUus  from  the  wiles  of  the  '  Syren.'  Thus 
the  materials  employed  by  the  author  are  more  abundant 

'  Tbe  fancy  of  the  tree  'pcurJDg  out  blood '  mnd  giving  forth  a  humsn 
voice  may  have  been  suggested  by  Tht  Fatrit  Qutttti,  bk.  i.  canto  ii. 
stania  ixi.  ii^. ;  the  description  of  the  personified  Famioe,  act  ii.  so.  i,  by 
■  the  griesly  shape  '  of  Famine  in  Sackvillc's  Induction,  stanzas  50-55. 
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than  usual.  The  comparative  lack  of  vivacity  is  partly 
accounted  for  by  the  absence  of  the  farcical  element ;  both 
cause  and  effect  may  be  due  to  the  fact  that  this  play  was 
probably  a  production  of  Lyiy's  latest  years. 
Plays  as-  Two  Other  plays  have  been  ascribed  to  Lyly,  but  neither 
lyl  **  of  them  with  any  reasonable  degree  of  probability.  His 
authorship  of  A  Warning  for  Faire  Women  (printed  i599i 
but  probably  written  shortly  after  1 590)  is  indeed  alti^ether 
out  of  the  question.  This  play.as  its  second  title  indicates^ 
is  one  of  those  domestic  tragedies  founded  directly  on 
incidents  of  real  life,  which,  as  will  be  seen  below*,  had 
a  special  v<^ue  in  the  last  decade  of  the  sixteenth  century. 
Its  Induction,  in  which  Tragedy,  History  (i.  e.  the  Historical 
Drama  of  the  early  type),  and  Comedy  dispute  against  one 
another  the  possession  of  the  stage,  is  not  without  interest 
for  the  early  history  of  our  regular  drama,  but  it  would  be 
hazardous  to  apply  too  definitely  the  satirical  invective  of 
the  mutual  recriminations'.  The  second  of  these  plays 
is  the  very  charming  pastoral  drama,  The  Maids  Metamor- 
phosis, ^uxAcd  idoo,  'as  it  hath  been  sundrie  times  acted 
by  the  children  of  Powles  *.'  This  circumstance  no  doubt 
led  to  its  being  usually  attributed  to  Lyly ;  but  its  manner 
is  singularly  unlike  his  at  any  period  of  his  career,  and  the 
difference  is  more  marked  by  this  play  being  throughout  in 
rime.  The  quaint  simplicity  of  its  verse  has  a  charm  of  its 
own,  which  reminds  one  eminent  critic  of  the  style  of  John 
Day ;  among  the  moderns,  Leigh  Hunt  occasionally  wrote 
in  a  not  very  dissimilar  fashion.  Passages  here  and  there 
may  recall  Lyly ;  but  he  cannot  conceivably  have  been  the 
author  of  a  work  which  is  not  only  free  from  his  favourite 
affectations,  but  in  spite  of  the  Ovidian  lubricity  of  its  main 
theme  {the  change  of  maid  into  man,  foliowed  by  a  happy 

'  Tlu  tnoal  tregkal  and  lanuMtablt  Ifuiitur  of  Mastar  Gtorgt  Sandtrs,  of 
LoHdoH,  MenhanI,  ni^  Shooltr's  Nill;  amStttUd  hhIo  by  Mis  oamt  Jffi,  and 
arifd  by  Mr.  Broom,  Mrs.  Drwwry,  and  Trusty  Rogtr,  Agmls  Ihtrtin;  aith 
Hirir  sevtrat  Ends. 

'  Under  Ardtn  of  Ftvtrshatn,  in  tbe  chapter  on  Skabaptn. 

>  See  Collier,  ii.  345  stqq. 

>  Edited,  with  an  Imrodtidion,  by  Mr.  A.  H.  Bullen,  in  vol.  L  of  his 
ColUdmH  if  Old  Engliak  PUiys  (4  voli.,  iSSa). 
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restoration),  has  a  certain  ncnveiJ  of  pathos,  particularly  in 
its  earlier  scenes,  to  which  he  was  assuredly  a  stranger.  The 
humour  of  the  those  pages,  Mopso,  Frisco,  and  Jomlo,  may 
be  thought  nearer  to  Lyly's  way ;  but  even  here  there  is 
no  salient  likeness'. 

Before  passing  to  the  small   but  illustrious  group  of  T%omas 
English   dramatic  poets,  whose  undisputed  worlts  closely  ^   ^_ 
ally  their  feme  with  Shakspere's  own,  we  may  fitly  make  1595  <■)■ 
mention  of  a  writer  whose  long-established'  reputation   as 
the  author  of  one  original  play  of  marked  individuality 
cannot  be  held  to  exhaust  his  claims  upon  the  attention  of 
literary  students.     Their  estimate  of  his  influence  upon  his 
contemporaries  and  immediate  successors — including  Shak- 
spere  himself — must  depend  upon  the  latitude  allowed  to 
conjecture  in  helping  to  determine  the  list  of  his  extant 
achievements  as  a  playwright. 

Thomas  Kyd*,  the  author  of  The  Spanish  Tragedy, 
has  the  honour  of  being  ranked  by  Ben  Jonson,  with  Lyly 
and  Marlowe,  among  the  dramatists  whom  Shakspere 
'  outshone.'  Jonson  calls  him  '  Sporting  Kyd ' — manifestly 
by  way  of  nothing  more  than  a  facile,  and  probably  familiar, 
pun.  There  is  sufficient  reason  for  supposing  him  to  have 
been  trained  for  the  profession  (paternal,  it  would  seem) 
of  a  law  scrivener,  before  he  diverged  into  literary  activity. 
He  published  in  1588  a  translation  of  one  of  Tasso's  prose 
tractates,  and  followed  it  up  by  at  least  one  pamphlet 
narrating  a  contemporary  case  of '  secret '  murder — a  theme 
entirely  in  agreement  with  the  tastes  of  the  period,  and, 

>  It  ia  hardly  worth  while  pointing  out  the  affinities  between  the  character 
and  antecedents  of  Amarantlius  in  this  play  and  those  or  Prospero  in  Tht 
Tttnptst.  In  act  iv.  sc.  i,  Ecbo  makes  one  of  her  many  appearances  in  the 
pastond  or  romantic  drama  as  a  mocking  interlocution. 

•  The  four  plays,  of  which  two  were  certainly  written  by  Kyd,  while  the 
other  two  have  with  more  or  less  plausibility  been  attributed  to  bim,  are 
printed  in  Hazlitt's  Dodalty,  vols.  iv.  and  v.  Hr.  Fleays  arguments  for 
asiipning  to  Kyd  a  longer  list  of  dramatic  productions  will  be  found  in 
his  Engl'ih  Drama,  ii.  36-35.  A"  elaborate  research  on  Kyd's  dramatic 
writings  has  been  published  by  G.  Sarraiin,  under  the  title  of  Thontas  Kyd 
mtJ  Min  Krtw,  Berlin,  iSBa.  See  also  Hr.  S.  Lee's  article  on  Kyd  in 
voL  xxxi  of  the  Diaiotimy  oJNatioiai  Bi^yafi/iy. 
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one  may  venture  to  add,  of  the  writer  himself.  His  author- 
ship of  T/ie  Spanish  Tr^edy,  which  was  licensed  in  1^92, 
and  printed  at  all  events  as  early  as  1594,  is  established  on 
sufficient  authority  ^ ;  but  he  published  nothing  with  his 
name  except  a  translation  of  Robert  Gamier's  tragedy  of 
Comilie,  printed  in  1594,  and  reprinted  in  the  following 
year  under  the  title  of  Pompey  the  Great,  his /aire  Cornelias 
Tragedie,  effected  by  her  Father  (Q.  Metellus  Scipio)  and 
Husbandes  (the  younger  Ciassus'  and  Pompeius  Magnus') 
downe-cast,  death  and  fortune.  Whether  or  not  because  in 
the  latter  part  of  his  career  Kyd's  personal  repute  suffered, 
as  it  seems  to  have  done,  from  reports  as  to  his  participation 
in  the  recently  dead  Marlowe's  vagaries  of  opinion,  he  was 
manifestly  anxious  to  establish  a  sort  of  literary  orthodoxy, 
undertaking  in  the  Dedication  of  his  Cornelia  to  the  Countess 
of  Sussex  to  '  assure  her  his  next  summer's  better  travel 
with  the  tragedy  of  Portia^  a  version  of  the  Julius  Caesar 
theme  which  is  thought  to  surpass  the  Cornelia  in  power*. 
For  Kyd  is  said  to  have  died  in  1595.  His  Cornelia  carries 
us  back,  like  all  the  earlier  of  Gamier's  tragedies,  to  a  phase 
of  the  drama  antecedent  to  that  which  is  represented  by 
Kyd  himself  as  an  original  poet.  Not  only  is  Seneca,  with 
his  ghosts  and  the  rest  of  his  machinery,  still  master  of  the 
method,  but  the  drama,  with  its  endless  speeches  and 
generally  retrospective  procedure,  is  still  in  the  'embrace  of 
the  epos.  Kyd  seems  here  to  be  doing  penance  for  the 
spasmodic  extravagances  as  well  as  for  the  freer  movement 
of  his  earlier  efforts. 

Among  these  it  seems  to  me  imperative  to  mention  first 
the  famous  Spanish  Tragedy,  or,  Hieronimo  is  mad  again  ^, 
not  because  of  its  fame,  but  because  of  the  fact  that  on  the 
evidence  contained  in   it  rests  the  argument  as  to  Kyd's 

'  Thomai  Heywood's,  in  his  Apology  for  Acbas,  (Old)  Shaisfitnt  Socttl/* 
PuUkalioHa,  1841,  p,  45. 

'  Kyd'a  Comf&i  is  printed  in  Dodslcy's  OJ</JV<t>i(,  voL  iL,  uid  in  voL  v.  of 
HaxXAt's  Dodsity.  Ebcrt,  Ettlai.  d.  fianaSs.  Tr^A/m,  p.  155,  describe*  ConuHt 
as  a  feeble  replica  of  Porcit.  The  background  of  both  plays  leemB  to  liave 
been  intended  to  refer  to  the  civil  troubles  recently  undergoae  by  Prance. 

•  Printed  ill  vol.  iii.  of  Dodsley's  Old  Playa,  and  in  vol.  v.  of  Mr.  Hailitt's 
Dodalcy;  also  in  vol.  ii.  of  Hawkins'  Oripn  0/ thi  Englis/i  Drama,  and  in 
vol.  i.  of  the  Aiieitnl  Brilish  Drama, 
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claim  to  the  authorship  of  any  other  plays.    The  excep-  Tht 
tionai  popularity  of  this  piece  b  attested  by  the  frequency  ^^^ 
with  which  it  was  performed  after  its  first  appearance  on  (i5B8»). 
the  stage  in  i588,orayear  or  two  earlier'.   It  was,  moreover, 
frequently  reprinted  after  the  first  extant  edition,  which  itself 
refers  to  an  earlier  impression.   The  edition  of  i6oa  purports  -^ 
to  have  received  '  new  additions  of  the  Painter's  part  and 
others,'  with  which  it  had  been  of  late  several  times  per- 
formed ;  and  Henslowe's  Diary  contains  two  entries  of  sums 
paid  to  '  Bengemen  Johnson,'  o/iof  '  Bengemy  Johnsone,' 
for   'additions'  and   for   'new    additions*  to    this    play*. 
Charles  Lamb  is  sceptical  as  to  Ben  Jonson's  authorship  of 
certain  of  the  additions,  which  he  terms  'the  salt  of  the 
old  play' — an   expression   that  appears  rather  too  strong, 
although   Lamb's   extracts  no   doubt  comprise   the   most 
highly- wrought   passages,    especially   in   the   great   scene 
which   another   critic  of  rare   insight  agrees   in   thinking" 
beyond  Ben  Jonson's  powers '.     Jonson  himself  was  at  no  ■ 
pains  to  conceal  his  opinion  of  the  value  of  the  additions ; 
for  in  the  Induction  to  his  Cynthia's  Revels  he  ridicules  the 
man  who,  '  furnished  with  more  beard  than  wit,"  '  prunes 
his  mustachio,  lisps  and  swears  "  that  the  old  Hieronimo,  as 
it  was  first  acted,  was  the  only  best  and  judiciously  penned 

'  The  date  of  the  fint  perfarmancE  of  Th*  SfiamsA  Tragtdy  and  of 
Tht  First  Pari  of  Jironimo  rests  on  the  humoroua  deelatation  in  the 
Indtidion  to  Bertholomtw  Fair  (1614),  that  '  he  that  will  swear  Jironimo  or 
Attdrotiicua  are  the  best  plays  yet,  shall  pass  unexcepted  at  here,  ai  a  man 
whose  judgment  shows  it  is  constant,  and  hath  stood  still  these  five  and 
twenty  or  thirty  years.  Though  it  be  an  ignorance,  it  is  a  virtuous  and 
staid  ignorance.'  As  to  the  early  performances  of  Tlu  Spaitish  Cottitdy  see 
Henslowe's  Diaiy,  where  it  is  mentioned  under  the  alternating  designations 
of  Tht  Conudy  ofjtnmymo,  Thi  Spanish  Comtdy  and  Don  Oman  (from  the 
character  of  Horatio).  Jrnmymo  usually  signifies  the  First  Pari  of 
Jironimo,  but  iu  the  case  of  the  'additions'  by  Ben  Jonson  deariy  meana 
T/it  Spanish  Tragtdy. 

'  See  Henslowe's  Diaty,  under  the  dates  of  September  91,  i6or,  and 
June  94,  i6oa.  (Collier's  edition,  printed  for  the  (Old)  Shakspere  Society, 
1845.  PP-  »■  »n<J  a=3-) 

'  See  the  scene  from  act  iv.  in  Lamb's  Sptdmtns.  Edward  FitzgenUd 
writes  to  Fanny  Kemble :  '  Nobody  knows  who  wrote  this  one  scene  :  it 
was  thought  Ben  Jonson,  who  coold  no  more  have  written  it  than  I  who 
read  it :  for  what  else  of  his  is  it  like )  Whereas,  Webster  one  fancies 
might  have  done  it.'  {Litttrs  of  Edward  FiUgtrald  to  Fanny  KtrrMt, 
1B9S,  p.  63.)  The  same  si^gestion  bad  been  made  by  Charles  Lamb. 
VOL.  I.  X 
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play  of  Europe."'  For  the  rest,  although  perhaps  no 
other  play  received  so  ample  a  recognition  as  Tke  Spanish 
Tragedy  in  the  way  of  quotation  by  dramatists  contemporary 
with  its  author  or  belonging  tothe  generation  next  ensuing',, 
yet  it  is  obvious  that  they  largely  regarded  it  as  the 
type  of  antiquated  extravagance,  They  may  be  excused  for 
having  overlooked  the  notable  advance  which  The  Spanish 
Tragedy,  with  its  direct  and  forcible,  if  excessive,  present- 
ment of  human  passions,  represents  in  comparison  with  our 
earlier  English  tra^dies  modelled  on  Seneca ',  and  as  yet 
lacking  the  impulse  towards  freedom  of  movement  which  is 
unmistakeably  present  in  Kyd's  work.  Its  influence,  I  may 
add,  was  by  no  means  confined  to  our  own  national  drama^. 
A  notion  of  the  plot  of  The  Spanish  Tragedy  will 
perhaps  be  most  easily  gathered  from  a  ballad  which  must 

'  See  ShiJupere,  King  John,  act  il  sc.  t  ('You  are  the  hare,'  &c.),  and 
3  Htnry  VI,  act  v.  sc.  6  ('  If  any  spark  of  life  be  yet  remaining'),  Cf. 
Tkt  Taming  of  Iht  Skna,  Indictum,  sc.  i  ('Go  by,  Jeronimy  ;  go  to  thy 
cold  bed  and  wbttd  thee').  The  quotations  from  orallu^ona  to  Thi  Spanish 
Tragedy  in  Ben  Jonson  are  very  niunerous  :  see  Eiitry  Man  in  His  Humour, 
act  i.  sc.  1  ;  T/ie  j4U/ietnisf,BCtiv.  sc.  4  ;  The  Potias/fr,  act  HL  sc  i  ;  TMtJVea 
Inn,  act  iL  sc.  a ;  TMt  Tale  of  a  Tub,  act  iv.  sc.  4. 

*  1  do  not  of  course  for  a  moment  pretend  that  the  ioQuence  of  Seneca  is 
absent  from  The  Spanish  Tragedy,  any  more  than  from  the  other  plays 
connected  with  it  in  subject,  while  ICyd.  as  has  been  seen,  did  indirect 
homage  to  the  Roman  tragedian  by  his  Otnuiia.  His  reading  as  a 
classical  scholar  has  been  illustrated  in  the  Dean  of  Canterbury's  (Dr.  Farrar) 
early  essay  On  the  Rroival  of  Classical  Learning,  Vc  (1856),  more  especially 
with  reference  to  The  Spamsk  Tragedy. 

'  Jacob  Ayrer's  TragtJia  von  dim  Griegischen  Keyeer  mh  ConstaHUni^il 
und  adiur  Tochter  Peiimpena  (1595-8)  follows  the  fonn  of  The  Spemiak 
Trageily  previous  to  the  '  additions,'  Kyd's  play  seems  to  have  been  a  stock- 
piece  of  the  English  comedians  in  Germany,  and  was  acted  at  Dresden  as 
late  OS  i6a6.  See  the  InhodHclory  Note  on  Ayrer  in  Julius  Tittmann's 
Srhauspiele  aus  Jim  16.  JahrkunJirt  (186B),  ii.  133  sigj. ;  cf.  Cohn, 
Shab^tare  in  Gmnat^,  Pt.  I.,  p.  Ixvi,  A  curious  literary  discovery  by 
Mr.  J.  A.  Worp  is  described  by  him  in  vol.  xxix-ixx.  of  the  Jahrhndx  drr 
dtutschen  Shalusptare-GestUsthaft  (1B94).  Me  found  the  whole  story,  as 
dramati«ed  in  The  Spanish  Tragedy  up  to  the  end  of  act  iv.,  inserted  into 
the  text  of  a  Dutch  ver^e  translation  by  Everaert  Syceram  of  Brussels, 
published  at  Antwerp  in  1615.  The  fact  that  this  inserted  narrative 
is  larf^ly  a  literal  version  of  Kyd's  play  precludes  any  doubt  but  that 
its  teil  was  in  Syceram's  hands  ;  possiUy  the  visit  of  the  English  comediana 
to  Brussels  in  1613  may  Iiave  first  suggested  to  him  the  use  of  the  story. 
The  Spanish   Tragedy  itself  was   acted   in  the  Netherlands   in  a  Dutch 
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have  been  composed  after  the  production  of  the  play,  and 
which  thus  adds  one  more  to  the  many  testimonies  to  its 
popularity*.  A  terrific  woodcut  depicts  the  most  sen- 
sational situation  in  the  story.  In  the  play  itself  the 
introductory  speech  of  the  Gkost  of  Andrea  and  the  narra- 
tive of  the  General  briefly  explain  what  may  be  called  the 
antecedents  of  the  action ;  but  inasmuch  as  these  antecedents 
themselves  form  the  action  of  another  and  shorter  play, 
now  usually  called  T/ie  First  Part  of  yeronipw,  but 
apparently  referred  to  by  Henslowe  under  the  title  of 
Jeronimo  pure  and  simple,  the  relation  between  this  and 
The  Spanish  Trt^edy  becomes  a  problem  of  interest.  Was 
the  shorter  as  well  as  the  longer  play  the  work  of  Kyd, 
and  if  so,  which  of  the  two  was  the  earlier  in  date  of 
composition?  7'Ae /■jVj/ Par/ is  unmistakeably  slighter  in 
construction  (so  much  so  that  it  has  been  actually  con- 
jectured to  have  merely  formed  the  first  act  of  The  Spanish 
Tragedy*)  as  well  as  less  forcible  in  diction,  and  altogether 
less  characteristic  of  Kyd's  special  manner  than  the  more 
important  work.  That  manner  is  not  easily  described, 
since  so  many  reminiscences  of  an  earlier  form  of  tragic 
writing  still  adhere  to  it  But  as  is  justly  observed  by 
Schlegel,  when  comparing  the  whole  of  The  Spanish  Tragedy 
to  the  drawings  of  children,  scribbled  down  by  an  uncertain 
hand  without  regard  to  perspective  or  proportion',  the  tone 
of  the  dialogue,  notwithstanding  the  lai^e  quantity  of  bom- 
bast, possesses  a  certain  naturalness,  and  the  changes  of  scene 
Impart  to  the  action  an  attractive  lightness  of  movement. 
Thus,  no  clogging  influence  upon  the  action  is  exercised  even 
by  the  superhuman  machinery  of  the  Ghost  of  Andrea  (the 
first  lover  of  the  heroine,  enamoured  in  The  Spanish  Tragedy 
of  Horatio,  the  son  of  Hieronimo)  and  the  abstraction  of 
Revenge^  who  reappear  at  the  end  of  Acts  i.  and  iv.  and  at 
the  close  of  the  play*,  and  accordingly,  in  the  words  of 

'  Reprinted  in  the  old  edition  of  Dod^ty. 

'  See  Sarrazin,  a.s.,  p.  57.    I  do  not  think  this  ■  probable  etplonation. 

*  LtctHTts  on  Dramatic  Ari  and  Liltra/un,  No.  xiii.   (In  the  original.) 

*  Thai  results  are  achieved  adequate  to  the  cravings  of  the  most  resentful 
ghost,  will  appear  from  his  final  summary  : — 

X  3, 
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Revenge,  serve  '  for  Chorus '  in  this  tragedy,  and  during  its 
course  we  feel  ourselves  transplanted  into  the  region  of  real 
human  emotion,  powerfully  and  on  occasion  even  pathetically 
depicted.  The  sensuous  charm  of  the  love-scene  between 
Belimperia  and  Horatio  (written  in  rimed  couplets  of  no 
ordinary  beauty)  cannot  be  gainsaid,  although  the  author's 
chief  effort  (heightened  by  the  later  additions)  is  reserved 
for  what  ensues.  After  Horatio  has  been  hanged  on  the 
stage  by  his  enemies,  the  body  is  discovered  by  his  &ther, 
the  brave  old  Marshal  Hieronimo,  whose  desperate  grief 
and  craving  for  revenge  become  the  keynote  of  the  climax 
and  catastrophe  of  the  action  at  large.  Here  is  introduced 
the  striking  device  of  the  play  within  the  play, — in  its  main 
features  the  same  as  that  employed  in  Hamlet,  although 
in  Kyd's  tragedy  it  is  more  directly  interwoven  with  the 
action.  And,  indeed,  the  whole  dramatic  idea  of  The 
Spanish  Tragedy  needs  nothing  but  inversion  to  resemble 
that  of  HamUt  itself;  for  the  main  theme  of  the  former 
is  the  effect  of  the  murder  of  a  son  upon  the  mind  of 
his  father,  whose  slowly  prepared  revenge  at  last  wreaks 
itself  as  a  Nemesis  upon  the  authors  of  the  original  wrong, 
as  well  as  upon  the  contrivers  of  the  actual  process  of 
retaliation. 
Tht  First  The  First  Part  of  yeronimo ',  which,  as  already  observed, 
J^ommo  is  ^  f^'  slighter  production,  and  while  not  wanting  in 
(1587 !).  vehemence  and  even  extravagance  of  diction,  lacks  both  the 
peculiar  afflatus  and  a  certain  flacidity  of  style,  aided  by 
a  tendency  to  '  return '  word  or  phrase,  characteristic  of  The 
Spanish  Tragedy,  may  or  may  not  have  been  the  work  of 

'  Aye,  now  my  hopes  faave  end  in  their  eSecta 
When  blood  and  sorrow  finish  my  desires. 
Horatio  murder'd  in  his  father's  bower ; 
Vile  Serberine  by  Pedringana  skin  i 
False  Pedringano  hang'd  by  quaint  device  ; 
Fair  Isabella  by  herself  undone; 
Prince  Baltfaasar  by  Belimperia  stabb'd  ; 
The  Duke  of  Castile  and  his  wicked  son 
Both  done  to  death  by  old  Hieronimo  ; 
Hy  Belimpena  fall'D,  as  Dido  fell, 
And  good  Hieronimo  slain  by  himself: — 
Aye,  these  were  spectacles  to  please  my  soul.' 
■  Printed  in  Dtxtsley,  vol.  iii,  and  in  vol.  jv.  of  Hazlitt's  DodsUji, 
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the  same  hand ;  to  me  it  seems  on  the  whole  most  probable 
that  it  was  a  play  of  rather  earlier  date,  written  perhaps 
under  the  effects  of  the  first  appearance  of  Marlowe's 
Tamburlaine^,  i.  e.  about  the  year  1587;  and  that  its 
subsequent  popularity  was  due  to  the  continuation  of  its 
theme  in  The  Spanish  Tr<^edy,  whence  it  became  customary 
to  perform  the  two  plays  on  successive  days.  It  is  in 
Jeroninto,  and  not  in  the  longer  play,  that  occur  the 
repeated  allusions  to  the  small  size  of  the  hero',  from  which 
it  may  be  inferred  that  the  part  was  originally  written  for 
a  particular  actor.  The  tradition '  that  Ben  Jonson  '  took 
mad  Jeronymo's  part'  (which  would  have  been  in  The 
Spanish  Tre^edy)  ill  accords  with  this  particular  association. 
The  authorship  of  the  tragedy  of  Solyman  and  Perseda  * 
is,  as  it  seems  to  me,  a  much  more  interesting  question  than  SofymoH 
that  of  a  production  which  can  in  no  case  be  regarded  as  ^^j^  ^^ 
more  than  an  adjunct  of  The  Spanish  Tragedy,  its  nominal  »599)- 
continuation.  The  'play  within  the  play,'  introduced  in 
the  last  act  of  Kyd's  famous  tragedy,  treats  the  story  of 
Erastus  and  Perseda,  which  is  that  of  the  piece  now  in  ques- 
tion ;  but  it  merely  follows  in  abstract,  so  to  speak,  the  general 
course  of  the  action  which  in  Solyman  and  Perseda  fills 
a  larger  canvas,  while  diverging  from  the  latter  in  details  of 
incident,  and  only  occasionally  recalling  its  actual  diction. 
Solyman  and  Perseda, v/hichwzs  first  printed  in  1599, though 
licensed  as  early  as  1593,  is  itself  founded  in  plot  upon  a  story 
forming  part  of  a  collection  published  in  1578  by  Sir  Henry 
Wotton,  luder  the  title  of  ^  Courllie  Conlroversie  of  Cupid's 
Cautels ' ;   a   noteworthy  passage   in  it,  descriptive  of  the 

*  CC  Ssrrazin,  p.  57.   At  the  aam«  time,  as  is  here  poJDted  out,  Jtmtii-o 
contains  bd  abundance  of  rime. 

*  'Hj  miud't  B  giant,  though  my  bulk  be  small.' 
'Little  Jeronimo  Hoishal!' 
•Thou  inch  of  Spain  ,  ,  ,  . 
Thou  very  little  longer  than  thy  beard,  &c.' 
'  Thrown   in   Jonson's  teeth  in   Dekkei^a  Sa/ww-niita/ti— no  very  cod- 
vincing  authority.     (See  belon.)     In  the  same  play  there  i*  a  aneer  at 
Jonson's  'viUanous  broad  backe.' 

*  Printed  in  Hawkins,  u.  s.,  vol  ii,  and  in  voL  v.  of  Hazlilt's  Doddiy. 

'  The  text  of  the  story  has  been  reprinted,  with  a  few  omissions,  by 
Samiin,  h.  a.,  pp.  19-40. 
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beauty  of  Perseda,  is  partly  borrowed  from  a  sonnet  in  Wat- 
son's Ecatompatkia  (1583)'.  It  is  a  tale  containing  varied 
ingredients — a  chivalrous  opening,  an  episode  of  sheer  chance 
put  to  base  use  by  intriguing  guile  (the  episode  of  the  gold 
chain  given  by  Perseda  to  Erastus,  that  finds  its  way  into 
the  possession  of  Lucina),  a  romantic  developement  which 
places  the  fate  of  the  lovers  in  the  hands  of  Sultan  Solyman, 
and  a  tragic  catastrophe  which  involves  their  doom,  together 
with  that  of  Christian  Rhodes.  This  story  is  modified, 
while  the  characters  are  partly  elaborated,  partly  altered,  in 
the  play,  where  an  allegorical  element  is  introduced  in  the 
personages  of  Love,  Fortune,  and  Death,  who  prologise  and 
■  serve  as  chorus,'  and  a  comic  element  is  added  to  meet  the 
demands  of  the  groundlings.  The  action  is  full  of  interest, 
and  the  indebtedness  of  Shakspere  to  this  drama  is  by  no 
means  limited  to  reminiscences  of  particular  passages  *. 

The  question  as  to  Kyd's  authorship  of  this  remarkable 
work  cannot  be  determined  by  inferences  drawn  from  the 
feet  that  the  '  play  within  the  play '  in  The  Spanish  Tragedy 
was  derived  from  the  same  source  as  Solyman  and  Perseda, 
more  especially  as  that  drama  and  the  abstract  differ  in  the 
contrivance  of  the  final  catastrophe.  The  answer  depends 
on  the  general  evidence  as  to  ^reement  in  construction 
and  style  between  the  two  tragedies ;  and  this  evidence 
must  be  allowed  to  be  strong,  though  not  overwhelming. 
The  use  made  in  both  plays  of  the  abstract  figures  that 
'  serve  as  chorus,'  though  not  precisely  peculiar  to  these  two 
dramas,  is  yet  somewhat  different  from  the  employment 
of  similar  impersonations  in  any  earlier  drama  ;  possibly,  as 
will  be  seen,  the  su^estion  may  be  due  to  a  third  play,  of 

*  The  lullior  of  Tlu  Spmiish   Tmgtdy  imitates  onotber  passage  in  the 
same  collection  of  sonnets. 
'  Of  these  the  most  striking  is  Peiaeda'a  speech  (act  v)  : 

'What,  dar'st  thou  noti     Give  me  the  dagger  then— 
There's  ■  reward  for  all  thy  treasons  past. 

TIten  PbrseDa  lath  Lucina.' 
Piston's  fooler;  with  the  dead  body  of  Ferdinando  (skin  by  Erastus)  in 
act  ii.  must  have  in  no  happy  moment  suggested  the  dealings  gf  Falstaff 
with  the  corpse  of  Hotspur,  while  the  same  captain's  famous  speech 
(i  Heniy  IV,  act  v.  sc.  i)  betiayi  obscurer  reminjacences  of  Basilisco's 
soliloquy  ia  act  v. 
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which  the  framework  bears  a  general  resemblance  to  that 
of  the  two  plays  in  question,  and  which  has  likewise  been 
attributed  to  Kyd.  Of  more  importance  are  the  very 
striking  similarities  of  style.  Not  only  is  there  in  the  two 
plays  an  undeniably  frequent  recurrence  of  the  same  sorts 
of  quotations  and  allusions,  and  a  remarkable  parallelism — 
at  times  an  actual  identity — of  more  or  less  unusual  phrases 
and  collocations  of  words  ^ ;  but  in  both  we  find  mannerisms 
such  as  it  is  not  usual  for  two  authors  to  share  in  common — 
such  as  the  usage,  indulged  in  so  lat^ely  as  to  become 
a  characteristic  feature,  of  repeating  a  catch-word  from 
the  line  preceding,  and  of  bandying  back  as  it  were  the 
half  or  the  whole  of  a  line  from  speaker  to  speaker*  Both 
plays  were  unmistakeably  written  by  the  hand  of  a  Eupbubt, 
and  on  the  whole  I  am  inclined  to  think  that  hand,  in  the 
case  of  Solyman  and  Perseda  as  well  as  in  that  of  Tht 
Spanish  Tragedy,  to  have  been  Thomas  Kyd's  ^. 

There  appears  to  me  to  be  no  suiEcient  reason  for  accepting  Pk^  aiin- 
the  supposition  that  the  curious  old  play  entitled  The  Rare  Jjw^'" 
Triumphs  of  Love  and  Fortune,  printed  in  1589,  but  doubt-   r**  Rate 
less  performed  several  years  earlier,  was  written  by  Kyd  *.  Ip/^^^lj 
The  Induction  is  occupied  with  a  'debate'  or  'mutiny'  among  Forimie 
the  divinities  d  Olympus,  due  to  the  endeavour  of  Venus  to  ^^'''  '^  ■ 
destroy  the  power  of  Fortune,  in  order  to  assert  her  own 
supreme  authority.      At  the  bidding  of  Jupiter,  Mercury 

'  The  most  out-of-the-way  U  the  '  transIuceDt  breut '  to  be  fouad  in  both 
playa. 

*  For  exwnples  I  must  refer  to  Samiin,  ■<.«.,  pp.  a  stqf.  I  am  bound  to 
say  that  the  impression  made  upon  me  by  bis  argument  was  confirmed  by 
■  consecutive  re-reading  of  these  two  plays. 

'  The  versification  of  this  play  is  less  finished  than  tfaal  of  TJu  Sfaimk 
Tragi4yi  but  it  must  not  be  overlooked  that  the  printer  of  Sotyman  and 
Ptratda  turned  a  good  deal  of  proee  into  verse.  I  am  not  swure,  by  the 
way,  whether  it  has  ever  been  noticed  that  in  the  passage  in  Deltlter's 
SaHro-tnastix  referred  to  above  (p.  309,  note  3),  in  which  '  Horace '  (Jonsoo) 
is  taunted  with  having  '  taken  mad  Jeronymo's  part,'  he  rej^es  (to  Tucca's 
OouriBh  and  enquiry,  '  Hy  name 's  Hamlet  Revenge ;  thou  hast  been  at 
Paris  Gai^n,  host  notl')  'Yea,  CaptaJne,  I  ha'  played  Zuliiman  there.' 
This  must  refer  to  Solyman  ami  PtrwtJm  itself,  not  to  the  ■  play  within '  Tlu 
SpmiM  Tragt^. 

*  For  an  account  of  this  play,  of  which  the  only  extant  copy  is  in  the  col- 
lection at  Bridgewater  House,  see  Collier,  ii.  439-7.  Cf.  as  to  the  proba- 
bility of  Kyd's  authorship,  Flcsy,  ii.  a6. 
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hereupon  exhibits  a  series  of  dumb-shows  of  persons  slain  by 
Love  or  Fortune ;  after  which  the  action  of  the  play  itself 
begins,  accompanied  by  musical  demonstrations  of  the  alter- 
nating successes  of  the  two  contending  deities  in  aiding  or 
defeating  the  purposes  of  the  lovers  Hermione  and  Fidelia, 
with  whose  story  it  is  concerned.  In  the  body  of  the  play, 
of  which  the  greater  part  is  written  in  a  rimed  twelve-syllable 
measure,  there  seems  nothing  to  connect  it  with  a  writer  so 
comparatively  advanced  in  manner  as  Kyd ;  of  the  Induction 
part  is  in  blank  verse,  but  rimes  are  here  also  frequent. 

Other  early  piays  have  been  attributed  to  Kyd  by 
Mr.  Fleay  and  earlier  writers,  among  them  the  Taming  of 
a  Shrew  (1594),  on  which  Shakspere  founded  his  comedy, 
Titus  Andronicus,  which  similarity  of  theme  and  treatment 
naturally  associated  with  The  Spanish  Tragedy,  and  (on  the 
evidence  of  a  few  parallel  passages)  Arden  of  Feversham. 
Of  more  interest,  and  supported  by  certain  specious  con- 
siderations partaking  of  the  nature  of  both  external  and 
internal  evidence ',  is  the  hypothesis,  first  offered  by  Malone 
and  since  adopted  by  Widgery,  Fleay,  and  others,  that  Kyd 
was  the  author  of  an  early  tragedy  oi  Hamlet,  lost  to  us  but 
known  to  Shakspere.  The  extent  and  depth  of  the  interest 
which  such  a  hypothesis  involves  may  be  illustrated  by  the 
statement  of  one  of  its  more  recent  supporters,  that '  whatever 
in  Hamlet  is  relatively  out  of  harmony  with  Shakspere's 
taste,  may  be  more  or  less  '  interpreted  to  be  due  to  Kyd.' 
But  to  examine  from  such  a  point  of  view  the  conjecture  in 
question  would  be  foreign  to  the  purpose  of  a  historical 
sketch,  while  an  attempt  to  indicate  its  bearing  upon  the 
genesis  of  Shakspere's  Hamlet  will  find  a  more  appropriate 

'  Nashe's  EfiialU  to  Ik*  Gtiiflittutt  Slndmis  (1589I  pictures  ■  plaTWright 
who  for  many  reasons  loot  the  least  i.moag  tbem  the  University  dudb 
contempt  for  Latin  not  learnt  on  Cam  or  Isia)  may  be  concluded  to  be  Kyd. 
In  a  laCer  passage  of  the  letter  tbc  '  famisht  foUoweis '  of  Seneca  are  said  to 
imitate  '  the  Kidde  in  Afsep,'  who  leapt  into  a  new  occupation,  as  they  take 
to  Italian  translations.  Between  these  amenities  occurs  the  suggestion, 
that '  if  you  intreate'  the  playiight  in  question, '  in  a  frostie  morning,  he  will 
aObrd  you  whole  HamUta,  I  should  say  bandfuUs  of  tragicall  speeches.'  See 
also  the  passage  cited  above  from  Dekker's  Sattro-nualix. 

'  '  UHgiMmtHgm.'  Samuin,  p.  119.  I  am  aware  that  this  word  is  itself 
open  to  diplomatic  interpretation. 
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place  below '.  'Resemblance — or  let  us  say  cognateness — 
of  theme  furnishes  no  proof  of  identity  of  authorship — still 
less  is  the  latter  demonstrated  by  incidental  similarities  of 
treatment.  For  my  part,  I  am  unable,  in  dealing  with  a  lost 
caput,  to  reach  conviction  except  by  way  of  external 
evidence,  which  in  this  instance  appears  to  me  inadequate. 

The  author  of  The  Spanish  Trt^edy  was  a  contemporary  Kyfa 
of  dramatists  who  were  greater  than  himself,  in  whatever  ^'""^J°'^ 
degree  he  may  have  directly  or  indirectly  influenced  their  an  original 
endeavours.     But,  to  whatever  extent  he  may  in  his  turn  ^i^"'"'- 
have  profited  from  the  productions  of  his  fellow-playwrights, 
he  was  himself  a  dramatic  poet  of  high  and  original  capacity 
for  dealing  with  both  the  matter  and  the  form  of  the  branch 
of  literature  to  which  he  devoted  his  labours.     He  proved 
himself  capable  of  presenting,  without  servile  adherence  to 
Senecan  models, 

'  Tragotdia  cothumata,  fitting  kings, 
ContaJDing  matter,  and  not  common  things*;' 


and  he  was  at  the  same  time  able  to  exhibit  with  natural 
force  the  operation  of  incidents  upon  character,  and  to  make 
a  direct  and  irresistible  appeal  to  the  passions  that  move  all 
men,  and  are  felt  by  generation  after  generation.  Herein 
lies  the  great  difference  between  him  and  the  authors  of 
Gorboduc\  nor  will  he,  because  of  the  ridicule  which  was 
his  recompense  from  some  of  those  to  whom  he  had  helped 
to  point  the  way,  be  refused  the  tribute  due  to  original 
power, 

Christopher    or  Kit,  Marlowe',  the  son  of  John  Ckritiopim- 
Marlowe,  shoemaker,  'clerk'  of  St.  Mary's,  and  of  his  wife  ,'tfi,_o^ 

'  See  the  chapter  on  Skaisptn. 

■  Tk4  Spanisk  TragtJy,  act  v. 

■  Tkt  Worts  of  Chrislophtr  Marlowt.  WiA  MM*  AtamnI  of  Oa  Aulhor, 
mnd  Notts.  By  the  Rev.  Alexander  Dyce,  1850  aod  1870.— TA*  Worts  of 
Mariowt.  Edited  by  A.  H.  BuUen,  3  voU.,  18B5.— Jitf  fTonb  of  CMrislt^ihtr 
Marlowe,  edited  with  Note*  and  Introduction ,  by  Ll,  -  Col.  FnmcU 
Cuninghani,  i&to.— Chrislophtr  Marbiai.  Edited  by  Havdock  Ellis;  with 
a  Genenl  Introduction,  &c,  by  J.  A.  Symonds,  1887  ;  see  alao  chap.  xv. 
(JfarJmw)  of  the  aanie  writer's  ShakaptrfS  Prtdtasaors.  An  edition  of 
Marlowe's  plays  by  H.  Breymann  and  A.  Wagner  is  now  in  coutBe  of 
publication  at  Keilbronn,  and  several  have  already  been  published. — Arts, 
on  Marlotat  by  A.  C.  Swinburne  in  vol.  xv.  of  the  Engviopanlta  Brilamtica, 
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Catherine,  apparently  the  daughter  of  Christopher  Arthur, 
rector  of  St.  Peter's,  Canterbury,  was  bom  in  that  city  in 
February,  1564.  He  received  his  early  education  at  the 
King's  School  in  his  native  city ;  and  proceeded  thence 
early  in  1581  to  Bene't  (Corpus  Christi)  College,  Cambridge, 
where  he  graduated  B.A.  and  M.A.  in  1583  and  1587. 
He  was  probably  intended  for  the  Church,  or  at  all  events 
for  one  of  the  learned  professions ;  of  his  classical  training 
so  far  as  the  usual  Latin  classics  are  concerned,  there  is 
evidence  enough  in  the  quotations  freely  introduced  by  him 
into  his  dramatic  works,  more  especially  The  Jew  of  Malta, 
Edward  II,  and,  as  a  matter  of  course.  Dido.  His  transla- 
tion of  Ovid's  Amores  (the  blunders  in  which  have  met 
with  severe  censure)  seems  to  date  from  his  Cambridge 
days,  and  shows  that  they  were  not  devoted  to  close  or 
accurate  classical  studies. 

It  must  liave  been  at  an  early  date,  and  before  the 
nominal  completion  of  his  University  career,  that  Mar- 
lowe became  seized  by  a  passion  for  the  stage.  Possibly, 
as  has  been  conjectured  on  grounds  in  themselves  in- 
adequate, he  may,  in  the  stormy  years  immediately 
preceding  1587,  have  served  in  the  Netherlands  ;  as  to  his 
anti-Spanish  and  anti-Catholic  sentiments,  at  least,  there  can 
be  no  doubt.  But  it  seems  most  likely  that  before  1587  he 
went  up  to  London  from  Cambridge,  where,  possibly  under 
other  influences'  besides  that  of  his  own  fermenting  genius, 
he  had  come  to  abandon  the  notion  of  entering  the  clerical 
or  any  other  regular  profession.  In  London  he  at  once  began 
to  write  for  the  stage ;  the  supposition  that  he  combined 

fllh  cd.,  1883,  and  by  Sidney  Lee,  in  vol.  xxxvi.  of  the  DiOioHaty  of  National 
Biograj^y,  1693.— Cf.  Collier,  ii.  487  stqq. ;  Fleay,  Engliali  Dntma,  ii.  57 
M9f. ;  and  Lifii  md  Work  of  Skaksptn,  and  Hiatoty  of  Ikt  Slagi,  passim  ; 
Ulrici,  SkaJaptr^s  Dramatic  Art,  Sec  i.  ■nd  art.  Ciristopitr  Matioa€  w. 
Shaiap*rts  Vtrkallniss  »u  illlm  in  Shaisptrr-JalirbHth,  vol.  i.  (1865].  For 
editions  of  particular  plays  see  subsequent  notes.  An  elaborate  analysis 
of  Marlowe's  diction  will  be  found  in  O.  Fischer's  dissettiition  Ztir 
CMaraUmslH  dtr  Drntiuti  Marioau's  (Munich,   1B89). 

■  Tbe  tupposilioD  that  Uailowe  imbibed  the  theological  views  of  Franci* 
Kett,  a  fellow  and  tutor  of  his  collc^,  who  was  burnt  for  heresy  at  Norwich 
in  1589,  presuines,  what  must  be  considered  doubtful,  that  Marlowe  had 
anytheological  views  al  all.  However  undergraduateand even  postgraduate, 
minds  are  easily  encouraged  to  '  give  up '  theology. 
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with  the  playwright's  occupation  that  of  the  player,  rests  on 
the  evidence  of  a  ballad  called  TAe  Atheists  Tr^edy,  in 
which  he  is  said  during  a  performance  at  the  Curtain  in 
Shoreditch  to  have  broken  his  leg 

'in  one  lewd  scene 
When  in  his  early  age.' 
But  the  genuineness  of  these  verses  is  open  to  the  gravest 
doubts  >.  He  appears  to  have  attached  himself  as 
a  playwright  to  the  Lord  Admiral's  company,  by  which 
most  of  his  plays  were  produced,  with  Edward  Alleyn 
as  the  principal  actor ;  and  he  is  supposed  towards  the 
end  of  his  life  to  have  transferred  his  services  to  Lord 
Strange's  company,  and  thus  to  have  entered  into  direct 
co-operation  with  Shakspere'.  That  he  was  in  close 
personal  connexion  with  all  the  chief  theatrical  writers  ofhis 
age,  is  in  any  case  obvious,  even  were  the  fact  not  attested 
by  the  passages  to  be  immediately  cited,  containing  cordial 
tributes  from  several  of  them  to  his  genius;  his  familiar 
relations  with  at  least  one  eminent  personage  whose  literary 
efforts  were  only  part  of  his  public  activity  are  proved  by 
an  almost  unique  monument  of  literary  association  ^.  He 
was  not  without  other  friends  and  patrons  of  high  social 
standing ;  in  the  Dedication  of  his  posthumous  poem  of 
Hero  and  Leander,  Marlowe's  publisher  speaks  of  Sir  Thomas 
Walsingham  of  Chiselhurst  (the  son  of  Sir  Francis,  connected 
by  marriage  with  a  Canterbury  family  to  which  Marlowe 
certainly  entertained  sentiments  of  attachment)  as '  one  who 
had  bestowed  upon  the  author  many  kind  favours';  and 
Walsingham's  house  was  indicated  as  a  place  where 
Marlowe  might  be  found  in  the  warrant  issued  against  him 
shortly  before  his  death. 

It   would,  however,  be   idle   to  shut   our   eyes   to   the 

'  S«e  the  lute  Dr.  Ingleby's  trenchant  letter  to  Tlu  Aauitmy,  April  i, 
1876 ;  and  cf.  Mr.  Lee'a  statement,  with  whicb  Hr.  BuUen  ia  in  iccord,  that 
'the  ballad  ia  in  all  probability  oae  of  Hr.  Collier's  forgeries,' and  Hr.  Fleay'a 
contampCuous  dlence  with  regard  to  it. 

*  Fleay,  Hiaiory  tflht  Stagt,  p.  74. 

*  The  bnioua  lyric  by  Marlowe.  Tlu  Pasaionalt  SMtpAeni  /o  Ms  Loot, 
which  called  forth  Sir  Wnlter  Raleigh's  Rtpfy  (as  well  as  '  AnoOrr  of  At 
aatm  NafUTt'"),  is  quoted  by  Uariowc  himself  in  a  comic  speech  in  Tht  Jtai 
of  Malta,  act  iv.  sc.  4. 
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general  bearing  of  the  evidence  as  to  Marlowe's  personal 
ways  of  life  and  thought  during  his  career  as  a  playwright 
and  man  of  letters  in  London.  It  is  manifest  that,  durit^ 
the  short  six  years  of  that  career,  he  reached  a  very  high 
point  of  popularity  on  the  stage,  where  his  Tamburlaine 
and  Doctor  Faustus  at  all  events  were  extraordinarily 
successful.  It  is  also  obvious  that  this  popularity,  and  the 
personal  admiration  called  forth  among  his  brother-wits  by 
his  extraordinary  powers,  cannot  have  failed  to  affect  the 
moral  balance  of  so  young  a  man.  When  the  intellectual 
agitations  of  the  times  in  which  he  lived  and  the  specially 
overcharged  atmosphere  in  which  he  worked  are  taken 
into  account,  it  seems  only  in  the  nature  of  things  that 
he  should  have  demeaned  himself  as  a  rebel.  Very  mani- 
festly he  led  a  loose  life,  and  in  all  probability  it  tickled 
his  fancy,  as  it  has  that  of  others  who  have  not  proved 
weaklings  in  the  end,  to  let  self-indulgence  wear  the 
semblance  of  intellectual  revolt.  His  published  works — 
Doctor  Faustus  included — contain  no  evidence  of  a  personal 
struggle  between  doubt  and  faith.  When  Robert  Greene 
died  in  want  and  misery  in  September  1592,  he  left  behind 
him  the  celebrated  tract  (to  which  frequent  references  will 
have  to  be  made  in  these  pages)  entitled  A  Groats-worth  of 
Wit  bought  with  a  Million  of  Repentance.  This  pamphlet 
contained  a  violent  overt  invective  against  Marlowe's  pro- 
fessed atheism,  with  a  warning  to  him  to  repent  ere  it  was 
too  late.  Henry  Chettle,  who  published  Greene's  tract, 
immediately  after  his  death,  thought  it  well,  in  the  preface  to 
his  tract  of  Kind  Harts  Dream,  to  disclaim  any  personal 
acquaintance  with  Marlowe,  while  professing  a  reverence 
for  his  learning,  and  stating  that  he  had  thought  it  well  to 
omit  passages  of  Greene's  attack  *.  We  are,  of  course,  any- 
thing but  constrained  to  place  reliance  upon  accusations 
forming  part  of  the  lees  of  such  a  life  as  Greene's,  who, 
moreover,  was  probably  actuated  by  bitter  jealousy  as 
a  playwright.     We  are  still  less  called  upon  to  accept  the 

*  Tbeside-issu«MtoNashe'saupposedauUionhipof/4  GroalswarOi^WU, 
and  Gabriel  Harvey's  char^  against  him  of  disloyalty  to  Marlowe  among 
other  rriend*,  may  be  neglected  here.  See  BuUen's  Introdudion,  pp.  Ui-lzii, 
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farrago  of  chains  concerning  Marlowe's  opinions  on  religion 
put  forward  against  him  by  one  Richard  Bame  (possibly 
the  person  who  was  hanged  in  the  following  year),  which 
led  to  the  institution  of  inquisitorial  proceedings,  involving 
among  others  Thomas  Kyd  and  Sir  Walter  Raleigh.  But 
there  are  sufficient  other  indications  that  he  had  made 
himself  notorious  by  licentious  talk  as  well  as  by  loose 
living ;  and  the  closing  3C«ie  of  his  life,  which  followed 
while  a  warrant  of  the  Privy  Council  was  actually  out 
against  him,  cannot  be  detached  from  the  rest  of  the 
circumstantial  evidence.  On  June  i,  1,593,  ^^  ''"^^  stabbed 
to  death  in  a  tavern  brawl  at  Deptford,  the  revolting 
details  of  which  may  be  fitly  passed  by,  especially  as  their 
truth  or  falsehood,  or  the  nature  of  the  mixture  in  them  of 
both,  is  not  to  be  ascertained  ^. 

Of  Marlowe's  contemporaries — or  of  writers  belonging  to   Tribuna 
a  generation  by  which  the  personal  features  of  his  career  ^^^^. 
were  still  freshly  remembered — not  a  few  mention  him  with  m™*. 
sincere  and  generous  admiration  for  his  genius.     So  Peelc, 
in  the  Prologue  to  the  Honour  of  tJte  Garter,  published  in 
the  year  of  Marlowe's  death,  addresses  him  as 
'  Uobappy  in  thine  end, 

Marley,  the  Muse's  dariing  for  thy  verse, 

Fit  to  write  passions  for  the  souls  below, 

If  any  wretched  souls  in  passion  speak.' 
Drayton,  in  his  epistle  To  my  dear  friend  Henry  Reynolds 
of  Poets  and  Poesy  (idiy),  speaks  of  bim  in  lines  of  singular 
beauty,  recalling  in  their   final   turn   of  thought   a  well- 
known  Shaksperean  passage : — 

'  The  cDtry  in  the  burial- register  of  St.  Nicholas'  Cfaurch,  Deptford, 
inerel7  states  that  he  was  '  slain  by  Fraacia  Archer '  on  the  date  mentioned. 
Gabriel  Harvey  was  unfortunate  enough  to  be  witbout  information,  and 
coDcluded  that  Hariowe  had  died  of  the  plague.  (See  Bullen  on  the 
GlotM  at  the  end  of  Harvey's  JVam  Lititr  of  NolcAl*  CoHttsts,  iBgs,  u.  a. 
livi-livii ;  for  versions  of  the  actual  catastrophe,  including  the  Puritan 
Beard's  (159^]  and  Heres'  reference  in  Palladis  Tamia  (159B],  see  ib. 
liiii-lzv.) — A  remarkable  spedmen  of  anecdotical  mendacity  is  to  be  found 
in  Aubrey's  assertion  <, quoted  by  Giffbrd)  that  '  Ben  Jonson  lulled  Mr. 
Marlowe  the  poet,  coming  from  the  Green  Curtain  playhouse.'  This 
invention  may  have  arisen  out  of  a  mistaken  remembrance  of  the  (act  that 
Ben  Jonson  killed  iu  a  dael  '  Gabriel,'  a  member  of  Henslowe's  company 
of  playera,  in  Hoxton  Fields.  This,  to  be  sure,  was  in  1598.  (See 
o/E.  AUeyH,  p.  50.) 
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'  Next  Marlowe,  bathM  in  tbe  Thespian  springs, 
Had  in  him  those  brave  tiansluniry  things 
That  the  first  poets  had ;  his  raptures  were 
All  air  and  fire,  which  made  his  verses  dere ; 
For  that  fine  madnes  still  he  did  retaine, 
Which  rightly  should  possess  a  poef  s  brains ' ; 

and  this  tribute  is  doubly  noteworthy  as  proceeding  from 
a  poet  whose  own  life  was  well-ordered,  and  free  from  the 
'  Bohemianism '  which,  in  later  days  than  those  of  Queen 
Elisabeth,  many  excellent  people  have  deemed  inseparable 
from  the  successful  pursuit  of  literature'.  Ben  Jonson,  in 
his  verses  To  Ike  Memory  of  Shakspere  (in  which  I  for  one 
confess  myself  unable  to  discover  any  trace  of  irony),  reckons 
Marlowe  among  those  peers  of  Shakspere  who  were  by 
him  surpassed,  and,  in  a  phrase  which  has  become  immortal, 
refers  to  '  Marlowe's  mighty  line  ^.'  The  Cambridge  author 
of  Part  II  of  Tlu  Returne  from  Parnassus  (printed  1606, 
but  acted  some  years  earlier)  describes  Marlowe  as 

'  happy  in  his  bnskin'd  Muse,' 
although 

■  unhappy  in  his  life  and  end ; 
Pity  it  is  that  wit  so  ill  should  dwell, — 
Wit  lent  from  Heaven,  but  vices  sent  from  HelL' 

The  two  poets  who,  with  very  different  pretensions,  took 
upon  themselves  to  continue  Marlowe's  Hero  and  Leander, 
both  apostrophised  their  predecessor, — Petowe  at  the  close 
of  a  long  set  of  d(^gerel  lines  hailing  him  as  '  the  prince  of 
poetrie,'  Chapman  interrupting  the  first  section  of  the 

■  '  He  wants,'  ssya  the  author  ofPart  II  of  Tlu  RtturHt/mm  Pamttssua, 
referring  to  DiBTton,  '  one  true  note  of  a  poet  of  our  own  times,  and  that 
is  this  :  He  cannot  swagger  it  well  in  a  tavern,  or  domineer  in  a  pot-bouse.' 

*  Jonson  is,  however,  thought  by  GiSbrd  to  indicate  Horlowe  among 
others  in  speaking,  in  the  InductiOH  to  Cynllaa's  Rmels,  of  poets  who  are 
'  promoters  of  other  men's  jests,  and  way-lay  all  the  stale  apophthegms,  or 
other  books,  they  can  hear  of,  in  print  or  otherwise,  to  farce  their  scenes 
withaL'  The  late  Mr.  Halpin  {Obtnnt's  Viaon,  3rc,)  says  that  Ben  Jonson 
decried  Marlowe  in  bis  Pottaslir  as  well  as  in  his  Cynthia's  Rwvds.  I  should 
doubt  both  these  assertions.  In  the  Poetatttr  (act  i.  sc.  i)  Jonson  certainly 
borrowed,  with  certain  modifications,  Marlowe's  version  of  one  of  Ovid's 
Elegies  {Amor.  bk.  i.  el.  xv,),  tbougb  Cifford  tried  to  turn  the  tables  on 
Marlowe.  (See  Cuningham's  Jonson,  i.  aio,  ntuif,  and  cf.  Fleay,  English 
Drama,  i.  367. 
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poem  written  by  himself  in  order  to  depict  his  desire  of 
beii^  in  full  accord  with 

'  His  free  soul,  whose  livii^  subject  stood 
Up  to  tbe  chJD  in  the  Pierian  flood*,' 

Nashe,  who  completed  Marlowe's  tragedy  of  Dido,  prefixed 
to  the  first  edition  (1594)  an  elegy  full  of  praise,  which  is 
unfortunately  lost*.  Thomas  Heywood,  in  his  Hierarchte 
of  the  Blessed  Angeb  {1634),  speaks  of  Marlowe  as 

'  renown'd  for  his  rare  art  and  wit,' 
making  special  reference  to  his  Hero  and  Leander.   Lastly, 
Shakspere  has  a  brief  but  kindly  allusion  to  his  deceased 
fellow-poet  in  the  passage  in  As  You  Like  It{iCt  iii.  sc.  5). 
which  introduces  a  line  from  Hero  and  Leander : 

'Dead  shepherd!  now  I  lind  thy  saw  of  might: 
"Who  ever  lov'd,  that  lov'd  not  at  first  sight'?"' 

For  US,  unable  as  we  are  to  penetrate  through  the  foul 
mists  that  obscured  the  career  of  this  mighty  genius,  it 
remains  only  to  lament  the  loss  to  the  world's  literature  of 
a  maturity,  whose  mere  promise  excels  the  achievements 
of  any  other  but  one  among  all  our  EUsabetban  poets. 
A  poet  of  our  own  times  has  met  a  challenge  thrown  out 
by  Hartley  Coleridge,  in  finding  a  poetic  form  for  the 
tragedy  of  Marlowe's  death.  The  late  Mr.  R.  H.  Home's 
Death  of  Marlowe^,  a  piece  conceived  and  executed  with 
genuine  power,  closes  with  the  exquisite  lines  from  the 
poet's  own  Doctor  Faustus: 

'  Cut  is  ibe  branch  that  might  have  grown  full  straight, 
And  wither'd  is  Apollo's  laurel  bough.' 

It  is  not  Art  which  is  guilty  of  the  fall  of  such  victims  as 
this, — not  genius  which  is  chargeable  with  a  share  in  such 

'  Htro  and  Ltandtr,  Third  Sisiiad.  For  Petowe's  effort,  cf.  Dyce.  Somi 
AaoHHl,  &c.,  p.  xlii.  and  BoUea's  Introduction,  pp.  Izx-Ixxi.  See  tk  a»  to 
tbe  reference  in  a  poem  by  'J.  H.'  (i6oa)  to  '  Kynde  Kit  Harlae.' 

•  Ct  16. 

'  There  ia  no  evidence  that  tbe  references  to  the  stoi;  of  Htm  and 
Ltandtr  iu  Tit  Tmo  GmUtmtn  of  Vtmna  were  due  (o  Marlowe's  poem. 
Se«  Delius'  Shak^itrt,  i.  41,  noU  7 ;  «nd  c£  below  as  to  the  date  of  this 
comedy. 

'  This  one-act  play,  firat  pnblished  in  1831,  was  reprinted  in  1S75. 
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a  catastrophe.  And,  while  drawing  from  it  a  homely  moral, 
yet  one  such  as  Thackeray  m^ht  not  have  disdained  to 
draw,  we  may,  at  the  same  time,  bow  before  the  blessed 
healthfulness  of  spirit  that  enabled  Shakspere  to  come 
forth  unscathed  from  the  temptations  with  which  his  time, 
his  life,  and  his  surroundings,  as  it  were  resistlessly,  over- 
whelmed Marlowe. 
'  Besides  the  unfinished  tragedy  Dido,  Queen  of  Cartilage 
(of  which  below),  Marlowe  left  behind  him  certain  transla- 
tions and  epigrams,  and  so  much  as  he  had  written  of  the 
paraphrase  (for  such  it  is  rather  than  a  translation)  of 
Musaeus'  Hero  and  Leander.  It  is  beyond  my  purpose  to 
dwell  on  the  beauties  of  both  the  descriptive  and  the 
passionate  parts  of  this  work  of  Marlowe's.  The  tributes 
to  his  powers  cited  above  have  sufficiently  illustrated  the 
fact  that,  in  the  eyes  of  his  own  generation,  his  poetic  fame 
largely,  if  not  principally,  rested  on  this  achievement 
Indeed,  even  in  a  Prologue  to  a  posthumous  reproduction 
of  one  of  his  plays,  Marlowe  is  said  to  have  gained '  a  lasting 
memory '  by  his  English  version  of  Musaem'  epopoeia,  while 
his  plays  and  their  renown  are  chiefly  associated  with  that  of 
a  popular  actor '.  Yet,  since  a  comparison  between  Marlowe 
and  Shakspere,  in  so  far  as  their  careers  ran  more  or  less 
parallel  in  dates,  is  legitimate,  the  fact  cannot  be  overlooked 
that,  so  far  as  Marlowe's  share  in  it  is  concerned.  Hero  and 
Leander  is  as  superior  to  Venus  and  Adonis  in  general 
poetic  effect  as  it  is  in  that  special  force  of  sensuous  passion 
which  dries  up  critical  comment.  In  the  matter  of  luxurious 
Renascence  foliage,  who  could  claim  the  preference  for 
either  youthful  artist?  In  the  same  connexion,  a  reference 
cannot  be  omitted  to  Marlowe's  famous  lyric,  The  Passionate 
Shepherd  to  his  Love,  first  published  in  a  collection  of  poems 
(The  Passionate  Pilgrim^  I599)i  purporting  to  be  wholly 
■  See  Dyce's  note,  p.  14a,  to  the  Pmlogui  lo  Iht  Stag;  at  fJii  Codi-Pit, 
prefixed  to  the /(is  of  Malta,  in  special  compliment  to  Edward  Alleyu,  the 
representative  of  '  the  Jew.' — Htm  and  Ltat\dtr  is  quoted  as  a  popular 
work  in  Grtett^s  Tu  QHoque,  printed  in  1614 — the  year  in  which  Jonson 
burlesqued  the  myth  in  the  puppet-show  of  his  Bartiiolomttii  Fair.  In 
Hiddleton's  A  Mad  World,  my  Maslirs  {\.  a],  Harebrain  couples  Htn> 
mid  Ltcmder  and  Vtnus  and  Adonis  as  'wanton  pamphlets.'  Hay>  and 
Leander  is  also  alluded  to  in  Hiddleton's  T/u  Fainily  o/Lovr  (iii.  a). 
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Shakspere's.  The  firat  stanza  of  Raleigh's  reply  was  like- 
wise printed  in  this  collection  \  Other  English  lyric  poets 
have,  more  or  less  consciously,  imitated  a  masterpiece  which 
suiBces  to  prove  Marlowe's  rare  endowment  for  a  species 
of  composition  which  he  only  exceptionally  essayed. 

Marlowe's  earliest  play,  there  is  every  reason  for  assuming,  Tmtibui- 
was  the  tragedy  of  Tamburlaitu  the  Great,  in  two  Parts,  ^J^L**' 
each  of  five  acts'.  His  authorship  of  this  work  cannot  (1587). 
underlie  a  momeat's  doubt,  although  the  only  external 
evidence  of  a  direct  kind  attesting  it  is  to  be  found 
in  a  sonnet,  and  the  'glosse'  accompanying  it,  already 
noticed  as  published  by  Gabriel  Harvey  in  1593.  The 
'crude  notion'  of  Malone  that  not  Marlowe,  but  Nashe,  was 
the  author  of  Tamburlaine,  is  refuted  by  the  fact  that  in 
the  EpisiU  to  the  Gentlemen  Students  of  Both  Universities 
prefixed  by  Nashe  to  Greene's  3/ir»<^Ao»(i589,  or  possibly 
as  early  as  1587)  he  inveighs,  in  obvious  allusion  to  the 
defiance  in  the  Prolc^ue  to  Tambtirlaine,  against  the 
endeavour  of 'idiote  art-masters' to 'outbrave  better  pens 
with  the  swelling  bumbast  of  a  bra^ng  blank  verse.' 
This  passage,  taken  together  with  another  attack  upon  the 
introduction  of  blank  verse,  which  is  accompanied  by  an 
express  reference  to '  that  atheist  Tamburlan '  in  the  address 
'  To  the  Gentlemen  Readers,'  prefixed  by  Greene  to  his  Peri- 
medes  the  Blacke-Smith,  further  proves  that  Tamdurlaine 
was  brought  on  the  stage  as  early  as  15884  probably  it 
was  first  acted  by  the  Lord  Admiral's  company,  as 
Mr.  Fleaysays,  'on  stages  in  the  City  of  London  as  early 
as  1587.'     It  was  printed  in  1590*. 

*  Dyce,  H.S.,  xlv.  HuIdwc  bimMlf  alludet  to  '  Come  live  with  me '  in 
a  comk  speech  in  Thmjnt  of  Malta,  act  iv. 

'  Beudes  the  Engliiih  cditioas,  reference  should  be  made  to  tb«t  of 
A.  Wagner,  in  the  series  already  mentioned  (Heilbronn,  1865). — The  full 
title  of  the  4to  editioo  of  1590  may  be  worth  citing :  '  Tamburlaint  flu  Grtal. 
Who,  front  a  ScyUnan  SAefiktarJt  by  his  ran  attd  aomUrfiiil  ConqKmtt,  bteamr 
a  moil  pKaaoHl  and  m^ghlyt  Monargiu.  And  (_fi>r  hit  tyratmy,  and  ttrronr  M 
tyam)  was  Itarmed,  Tht  Samrgt  of  God:  NoLhingbut  the  title-page  is  left  of 
this  edition.  The  full  title  of  Pari  7/ in  the  Bvo  edition  of  both  Parts,  bearlns 
the  same  date,  of  which  a  copy  ia  in  the  Bodleias,  nina:  '  T/w  Sttend  Pmri 
of  Tht  bloody  Co»qtustt  of  Tattdmrlaitu.  IViA  /as  impaaaionaUfHry,fiir  A* 
dtalh  of  Au  Lady  aad  torn  fairt  Ztnotrali ;  hufourm*  of  txkortaiiot  and  da- 
dplita  to  kU  thra  lom,  and  Ou  maiur  of  hit  omi  dtath.'     (Dyce.) 

■  See  BuUen'i  InlroductioH,  pp.  zv-zviif.  CC  Collier,  il  491-4.     Collier 
VOL.   I.  Y 
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The  sources  of  thb  play  have  been  detected  by  its  most 
recent  Editor  and  Dr.  C.  H.  Herford,  who  have  shown' 
that  a  Spanish  account  of  Timour  the  Tartar  conqueror,  by 
Pedro  Mexia,  in  a  Silva  of  which  one  among  many  versions 
was  an  English  translation  known  as  Fortescue's  Tie  Foreste, 
and  printed  in  1571,  may  be  concluded  to  have  amoi^ 
various  more  or  less  contemporary  narratives  suggested  to 
Marlowe  the  theme  of  his  tragedy.  They  further  show 
that  his  general  arrangement  of  the  argument  of  his  ten 
acts  seems  to  have  resulted  from  his  use,  together  with 
Mexia's  biography,  of  the  Latin  life  of  Timour  published 
at  Florence  by  the  Italian  scholar  Ferondinus  in  1551,  to 
which  are  due,  among  a  number  of  incidental  details,  some 
of  those  making  up  the  authentic  portrait  of  the  hero'. 
The  question  as  to  the  authenticity  of  the  statements  in 
these  narratives,  or  in  others  at  which  his  eye  may  have 
glanced',  cannot  be  supposed  to  have  exercised  Marlowe 

adduces  two  other  supposed  proofs  of  Marlowe's  authorship  of  TaitAurUmit. 
But  the  first  of  these,  viz.  the  entry  in  Henslowe's  Diary  of  two  paymcnta 
to  'Thomas  Dickera'  (Dckker)  on  December  ao,  1597,  for  '  adycyons '  to 
Dodor  Fauatus  and  'a  prolog  to  Marioes  Tamberlen'  is  unhappily  dis- 
credited. The  second  is  a  passage  in  the  Prologut  written  by  Thomas 
Heywood  for  the  performance  of  Tkt  Jtm  0/ Malta  at  the  Cock-pit  in  1633, 
which  Collier  misunderstood,  although  it  may  be  held  to  suggest,  by  as- 
sociation, that  Tomhirfaifw  was  written  by  Marlowe.  Sec  [>yce's  note  U> 
this  Pmlogtu. — As  to  the  date  of  the  composition  of  Tarnburiaini,  the  simile 
of  the  almond-tree  in  Part  II.  act  iv.  sc.  4,  was  certainly  not  only  si^ 
gested  by,  but  in  part  copied  from.  Tit  Fatrit  Qtttttu,  I.  viL  3a  ;  and  since  the 
first  three  books  of  Spenser's  poem  were  not  published  till  the  beginning  of 
1590,  the  passage  must  have  been  seen  by  Marlowe  in  MS. ;  possibly 
Raleigh  may  have  acted  as  intermediary. — If  Marlowe  obtained  bis  know- 
ledge of  a  passage  in  the  Orlando  Furioso  (see  below  as  to  the  episode  of 
Olympia's  death)  from  Sir  John  Harington's  translation,  be  must  have  seen 
this  also  in  MS.,  as  it  was  not  published  til!  1591.  (Collier,  ii.  497.) 

'  See  their  letter  on  Thi  Sources  of  Matiowia  Tamburlaitit  in  Ttit 
Aeadtmy,  October  ao,  1S83.  It  may  be  worth  meutianing  that  the  story  of 
Tamerlane  was  dramatically  treated  by  the  Spaniard  Luis  Velez  de  Guevara 
(JS1°-'^)  in  his  La  nunia  em  dt  Dios,y  Tamtrian  dt Pmia.  See  Klein, 
z.  735  note. 

■  See  the  speech  of  Henaphon,  Part  I,  act  ii.  sc.  i : 

'Of  stature  tall,  and  straigbtly  fashioned,' &c. 

*  These  cannot  have  included  the  Abb«  du  Bee's  Hisloin  4h  Grand 
TamttioH,  which  (for  the  first  time  largely  utilising  Arabic  sources)  sought 
to  humanise  and  rationalise  the  conduct  of  the  hero.  This  book,  which 
Warion  supposes  to  have  introduced  the  story  of  Tametlane  into  Eln^iah 
literature,  was  not  published  till  1595,  or  translated  into  English  till  1597. 
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severely;  and  I  perceive  no  proof  in  or  apart  from  his 
sonorous  but  as  a  rule  perfunctory  references  to  ancient 
names  and  places  that  he  was  possessed  of  the  illustrative 
resources  of  true  classical  scholarship.  As  a  matter  of  course, 
any  sceptical  hesitation  with  regard  to  the  statements  which 
he  found  in  his  sources  was  still  less  to  be  expected  from 
him'.  Tamburlaine  neither  called  itself  a  History  (as  the 
Elisabetban  dramatists  applied  the  word'},  nor  is  it  in  any 
but  the  vaguest  sense  of  the  term  to  be  described  as  a  his- 
torical drama.  Strict  historical  propriety  would  of  course  in 
no  case  have  been  expected  in  it;  and  even  the  passage  in 
which  Tamburlaine  imparts  to  his  sons  a  notion  of  the  science 
of  military  engineering,  odd  as  it  may  seem  in  the  mouth  of 
a  warrior  whose  opportunities  of  technical  training  had  been 
so  limited,  calls  for  no  exceptional  comment*.  But  there  is 
no  attempt  to  furnish  that  '  poetical  image  of  historical 
truth* '  which  Shakspere  kept  in  view  in  the  midst  of  constant 
violations  of  historical  accuracy ;  and  it  is  on  purely  internal 
grounds  that  the  poet's  free  and  fantastic  treatment  of  his 
theme  is  called  upon  to  vindicate  itself. 

Now,  it  would  be  idle  to  deny  that  the  appalling — or 
should  I  say  '  sensational' — nature  of  some  of  the  situations 
in  this  play  constitutes  a  more  salient  feature  in  it  than  the 
measure  of  power  exhibited  by  its  general  method  of  con- 
struction. Bajazeth,  brought  out  of  his  cage  to  serve  as  his 
conqueror's  footstool";  the  ^ame  ex-potentate,  and  afterwards 

'  1  cannot  say  haw  far  they  provoked,  or  justified  the  cntwa' of  Sir  Thomas 
Browne  (Vulgar  Errors,  Bk.  II.  ch.  l6)  :  *  That  Tamerlane  was  a  Scythian 
•hepherd  ...  we  have  rewon  to  deny.' 

*  The  two  Parts  are  called  'TragicaU  Discourses  '  on  the  title-paf;es  of  the 
editions  of  both  1590  and  1591. 

'  AnoDg  the  things  he  would  have  them  leam  is 

'  the  way  to  fortiCy  your  men ; 
In  champion  grounda^  what  figure  serves  you  best 
For  which  the  qui nquc -angle  ia  meet, 
Because  the  comen  there  may  Tall  more  fla^ 
Whereas  the  fort  may  fittest  be  assailed. 
And  sharpest  where  the  assault  is  desperate,'  Ac.  Ac. 
Aitilleiy  effect*  are  more  than  once  alluded  to  in  the  play, 
'  Ulrici. 

*  Part  I.  act  iv.  scene  a.  In  the  'cage'  itself  there  was  nothing 
■pedally  Oriental.     Unless  my  nemoiy  deceives  me,  I  have  myself  seen 

Ya 
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his  wife,  'bralnii^'  themselves  agaiast  his  prison-bars'; 
Tamburlaine  cutting  his  arm  in  order  to  show  his  hopeful 
sons  that  a  'wound  is  nothing,'  although  he  restrains  the 
most  aspirii^  among  them  from  immediately  imitating  his 
example ' ;  and,  above  all,  his  famous  entry  in  his  chariot 
drawn  by  captive  kings', — in  the  presence  of  such  effects  as 
these  it  is  indeed  difficult  to  admit  any  other  impressions. 
Yet,  considering  the  general  nature  of  the  action,which  resem- 
bles an  avalanche  proceedng  on  its  irresistible  course,  some 
skill  must  be  allowed  to  be  shown  in  its  conduct.  The  move- 
ment of  the  action,  notwithstanding  its  essential  sameness  and 
its  extension  over  ten  successive  acts,  rises  instead  of  falling 
off,  and  its  climax  is  marked  not  only  by  the  entrance  on 
the  scene  of  the  pampered  jades,  but  also  by  the  magnificent 
defiance  hurled  by  the  conqueror  at  Mahomet,  the  reputed 
assessor  of  the  Almighty*.     Opportunity  is  moreover  found 

swinging  from  the  Cathedral  tower  at  Huiutcr,  the  cage  to  which  some 
of  the  Anabaptist  leaders  were  consigned  a.  d.  1536,  The  stoi7  of  Bajazct's 
cage,  and  of  hi>  Ireatmeat  by  Timour  in  general,  i>  critically  examined  in 
ch.  Ixiv  of  Gibbon's  DnhHi  and  Fall.— The  governQr  of  Babylon,  Part  II. 
act  V.  scene  i,  is  merely  bung  up  in  chains  on  his  own  walls  to  be  shot  to 
death  by  the  victorious  soldiery. 
'  Part  I.  act  V.  sc  a. 

*  Part  II.  act  iij.  sc.  a, 

'  Part  II.  act  iv.  sc  4,  ti  fiosi.  The  fallowing  is  the  stage-direction : — 
'  Eitter  TAMBUKLAtHE  draiBH  m  his  dxariol  by  tht  Kings  of  Tttbiaoiut  and 
Sana,  with  bita  in  Uuir  months,  nina  in  Mia  bfl  hattd,  and  in  Us  right  hand  a 
tMfi,  with  which  In  seourgtlh  theiH.  .  ,  .  Kings  of  NatoKa  and  JimsaUm ' 
[they  arc  afterwards  termed  the  '  two  span  Kings']  '  Ud  by  fiat  or  six  common 
Soiditra.' — This  famous  passage,  with  Tamburlaine's  '  Holla,  ye  pampered 
jades  of  Asia,'  which  Shakspere  ridiculed  in  a  Htnry  IV,  act  ii.  sc.  4,  is  also 
derided  bya  host  of  other  writers,  including  Beauiooat  and  Fletcher  {JTht 
Coxcomb,  act  ii.  ac.  a)  and  Chapman  and  his  associates  (^Easlvard  Hot, 
act  ill  1  also  in  Edward  Sbarpham's  Tht  FJtirc,  a  play  flrst  printed  in  1607 
(Collier,  ii.  503  note).  It  was  however  imitated  by  Lodge  in  his  JVottnds  of 
Ovii  War  tcf.  ib.  iii.  37). 

*  The  conclusion  of  this  speech  does  not  to  my  mind  warrant  Greene's 
denunciatoiy  phrase  of  'daring  God  out  of  heaven  with  that  atheist  Tatn- 

'Well,  soldiers,  Hahomet  remains  in  hell, 
He  cannot  hear  the  voice  of  Tamburlaine; 
Seek  out  another  Godhead  to  adore, — 
The  Gad  that  sits  in  heaven,  if  any  God ; 
For  he  is  God  alone,  and  none  but  he,' 

(Aav. «.  I.) 
Mirlowe  was  doubtless  thinking  of  St  Matthew,  iv.  10. 
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for  a  few  love-scenes  not  devoid  of  a  certain  rough  charm ; 
there  is  genuine  passion,  though  defaced  by  extravagance, 
in  Tamburlaine's  lament  over  Zenocrate,  and  true  pathos  in 
the  appeal  of  the  vii^ins  of  Damascus  on  behalf  of  their 
menaced  city.  The  episode  of  Olympia's  death,  although,  to 
be  sure,  not  original  but  borrowed  from  Ariosto  ^,  cannot  have 
left  many  readers  unmoved  ;  and  if  the  scenes  in  which  Tam- 
burlaine's boys  take  part  are  not  specially  pleasing,  they 
at  least  help  to  vary  the  prepress  of  the  drama.  It  should 
be  added  that  the  play  was  not  printed  as  it  was  acted, 
many  omissions  of  '  fond  and  frivolous  gestures'  having 
been  made  by  its  first  editor — passages,  it  has  been  con- 
jectured, comprising  the  buffoonery  of  the  clown,  whose 
absence  from  the  printed  tragedy  is  certainly  no  matter  for 
regret '. 

Of  even  greater  importance,  however,  than  the  substance   Tht  blank 
of  this  tragedy  is  its  form.     The  proposition  indeed  that  J^^^ 
Marlowe  was  the  first  to  introduce  blank  verse  upon  the  qfTam- 
Englisb  stage  will  not  bear  examination,  and  cannot  be  *"'''""'- 
sustained  even  in  the  sense  that  most  of  the  plays  before 
Tamiurlaine  in  which   blank  verse  was   employed   were 
intended  for  performance  at  Court,  like  Gorboduc,  or  at  all 
events  before  select  and  cultivated  audiences.    The  innova- 
tion lies  rather  in  the  quality  of  the  verse,  which  harmonised 
with  the  vigorous  movement  of  the  action,  the  stir  of  life 
in  the  characters,  and  the  exuberant  passion  of  the  diction^. 
To  meet  such  a  demand  as  this — to  suit  his  metre  to  the 
tragic  themes  and  the  tragic  treatment  commending  them- 
selves to  his  genius — Marlowe  had  to  give  the  go-by  to  rime, 
to  which  the  popular  drama,  even  where  it  did  not  induce  in 
the  seven-foot  metre  or  in  stanza-forms,  had  on  the  whole 
continued  to  adhere.    Rimed  stanzas  were,  except  as  lyrical 
ititermeegos,  doomed  as  a  metre  of  the  English  drama  so  soon 

'  Cr.  anU,  p.  3aa  note.  In  Book  xxiz.  of  tbe  Orlando  Funoso  Isabella 
defeats  the  desires  of  Rodomente  by  precisely  the  same  stratageni  as  that 
employed  by  Olympia  against  Theridanus. 

•  Traces  of  these  fond  features  remain  in  the  fragments  of  prose  scattered 
thn>u{^  the  piece.     See  &  g.  Pari  II.  act  iiL  sc.  4. 

*  '  It  is,'  says  Mr.  Swinburne,  'the  first  poem  ever  written  in  English 
blank  verse,  as  distinguished  from  mere  rhjmeless  decaajllabics.' 
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as  the  latter  became  a  living  representation  of  human  action. 
The  case  was  not  so  clear  with  rimed  couplets,  but  except 
where  the  practice  of  running-in  [enjambemeHt)  is  adopted 
and  the  natural  effect  of  the  couplet  is  accordii^[ly  taken 
away,  this  kind  of  verse  both  lends  itself  to,  and  in  return 
encourages,  an  artificial  arrangement  of  thoughts,  while  inter- 
fering with  the  continuity  which  is  part  of  the  naturalness 
of  dramatic  movement^.  Perceiving  this,  Marlowe  so  to 
speak  at  once  and  completely  threw  in  his  lot  with  blank 
verse ;  but  though  his  lines  from  the  first  had  the  same 
combination  of  strength,  ease  and  majesty  which  remained 
characteristic  of  them  to  the  last ',  yet  the  metrification  of 
Tamburlaitte  still  shows  some  signs  of  uncertainty.  To  begin 
with,  the  occurrence  of  rime,  in  the  middle  as  well  as  at  the 
end  of  speeches,  is  not  at  all  uncommon^;  double-endings,  on 
the  other  hand,  are  only  very  occasionally  admitted,  though 
they  became  more  common  in  Marlowe's  later  plays.  Prose, 
as  has  been  seen,  is  not  entirely  banished  from  this  buskined 
tragedy.  But  more  noteworthy  is  the  fact  that,  half  doubt- 
ful of  the  inherent  power  of  the  blank  verse  which  came 
forth  from  his  hands,  the  author  of  Tamburlaine  thought  it 
well  to  compensate  his  hearers  for  the  loss  of  rime  by  pro- 
viding them  with  unprecedented  effects  of  diction*.  Hence, 
though  not  solely  hence,  the  '  high-astounding  terms '  for 
which  Tamburlaine  became  proverbial.  They  comprised 
much  bombast,  but  with  it  also  much  new  material  (if 
I  may  use  the  phrase)  of  poetic  diction  that,  though  not 
always  inspired  by  a  genius  such  as  Marlowe's,  became 
part  and  parcel  of  the  endowment  of  a  whole  generation  of 

>  This  of  courae  is  not  the  case  nrfiere  specUl  emphasis  is  required,  «s 
xbove  all  at  the  dose  of  >  speech  of  greater  length. 

'  A  Miltonic  delight  in  the  subjugation  of  magniScent  proper  names — 
'  Usumcasane  and  Theridanias  ' — is  likewise  largely  perceptible. 

•  In  Pari  I  there  are  fifteen  (possibly  more]  instances  of  nine,  in  Part  II 
twenty.six  or  thereabouts,  with  at  least  two  cases  of  tiipicts  in  addition. 

*  '  From  jigging  veins  of  rhyming  mother-wits. 

And  such  conceits  as  clownage  keeps  in  pay, 
Well  lead  you  to  the  stately  tent  of  war, 
Where  you  shall  bear  the  Scythian  Tamburlaine 
Threatening  the  world  with  high  astounding  terms,'  Ac. 
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dramatists.  Nowhere  else,  however,  do  we  find  all  the 
elements  of  out-of-the-way  effect  mixed  and  stirred  up 
tt^rether  in  a  diction  so  recklessly  and  yet  of  set  purpose 
extravagant  as  is  that  of  Tamburlaine.  The  accumulation 
of  strange  personal  and  local  appellatives  is  the  most  super- 
ficial among  these  ingredients,  but  not  necessarily  that  in 
which  the  author  took  the  smallest  amount  of  pride '.  Of 
more  consequence  is  the  boundless  fury  of  the  invective 
rhetoric  which  victor  and  vanquished  bandy  to  and  fro, 
without  respite  or  remorse,  and  always  in  the  same  key  of 
supreme  but  sustained  excitement'.  And  I  cannot  but 
add  '  a  reference  to  the  excessive  use  of  ornate  similes 
drawn  from  a  limited  range  of  classical  mytholc^y  more  or 
less  at  haphazard,  although  among  them  are  to  be  found 
already  in  this  play  some  of  the  choicest  gems  of  Marlowe's 
poetry^.  In  course  of  time,  no  doubt,  as  an  examination  of 
the  works  subsequently  produced  by  Marlowe  during  the 
very  brief  limits  of  his  career  as  a  playwright  will  show, 
practice  brought  home  to  him  the  supreme  excellence  of 
the  instrument  of  versification  he  had  chosen — ^which  is  no 
other  than  its  incomparable  flexibility  j  so  that,  while 
adhering  to  the  preference  for  single-syllable  endings  which 
was  a  characteristic  of  his  earlier  blank  verse,  that  of  his  later 
plays  is  far  more  varied  in  rhythm  and  cadence*.  Upon 
his  contemporaries  the  example  set  by  him  had  the  effect  of 

'  If  LimiMtpMaltis,  Zona  MunJi,  ftc,  V 
■utbor's  researches,  this  fact  is  Dot  likely  ti 
employing  them. 

'  Hr,  Swinbume'a  descriptioa  of  the  diction  of  Tamburfaoua  daMical, — 
'  the  stormy  monotony  of  Titanic  trucutence  which  blasteis  like  a  Simoom 
through  the  noby  coune  of  ita  ten  Bcrce  acta.' 

■  I  need  only  mention  the  famous  apostrophe  to  Zenocnte  (Part  I.  act  v. 
sc.  i)  which  contains  the  immortal  lines  on  '  Beauty,  mother  to  the  Muses.' — 
How  uucontrollably  these  similes  ran  from  the  pod's  pen,  may  be  seen 
inta  the  passage  (Part  II,  act  iii.  sc,  ^)  introducing  Cynthia  and  Theds, 
which,  unless  it  be  supposed  that  Cyothia  is  meant  for  Queen  Elisabeth, 
CMitaias  a  curious  involution  of  comparisons. 

*  It  is  not  easytosay  whether  we  should  apply  to  the  substance  or  to  the 
form  of  Marlowe's  plays  the  remark  said  to  have  been  often  made  by  Ben 
JonsOD,  that  '  Hailowe's  mighty  lines  were  examples  filter  for  admiration 
than  for  parallel.'  (R.  C.'s  AdJna  to  iht  RtatUr  prefixed  to  Wtlliani 
Boswoith's  Chaat  tmi  Lost  Lootn,  dec.  (i^i),  a  poem  partly  based  on  Hm 
mtid  Lnmdtr.) 
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the  beacon  which  lights  up  the  chain  of  flame;  and  the 
establishment  of  blank  verse  as  the  metre  of  English  tragedy 
was  not  less  rapid  than  its  endurance  has  proved  secure. 

Of  the  commanding  popularity  of  Tamburlaitu  the 
evidence  is  overpowering,  being  made  up  of  the  factors  of 
rect^nition,  censure,  reminiscence,  and  parody'.  Of  its 
enduring  influence  the  one  fact  is  the  criterion,  that  it 
created  the  style  of  Elisabethan  tragedy- 
Marlowe's  second  play,  as  may  without  hesitation  be 

'  In  Pcele'»  Bate*  i^Aktuar,  act  i.  sc  a,  we  have  a  recoenition  of  the 
Napoleonic  tjppe  represented  by  tlie  hero: — 

'Convey  Tamburiaine  into  our  Afric  here, 
To  chastise  and  to  menace  lawful  kings : 
Tontburlainc,  triumph  not,  for  thou  must  die, 
As  Philip  did,  Ciesar,  and  Cnsar's  peers.' 
Ptr  coH&it,  Greene,  in  his  MtnafiAon,  sneeringly  guesses  that  '  mightie 
Tamburlaiiu  after  his  wife  Zmocrale  (the  world's  fair  eye)  past  out  of  the 
Theater  of  this  mortoll  life  '■ — avail  dts  tnatirtsses.  Tamerlane  is  twice  men- 
tioned as  a  proverbial  bugbear  in  the  same  author's  7W  Quoqiu.  In  bis 
IXscovrrits,  Jonson  reprobates  language  which  flics  '  from  all  humanity,  with 
the  Tsmerlaues  and  Tamer-Chams,  which  had  nothing  in  them  but  the 
acenica]  strutting  and  furious  vociTeration  to  warrant  them  to  the  ignorant 
gapers.' — Of  imitations  of  the  play  as  a  whole  it  would  lead  me  too  far  to 
speak  i  Tamburlaine  is  twice  mentioned  in  the  play  of  T/u  Tragical!  Raigtu 
^StUntus,  sotntliiHt  Emperour  of  iht  Turku  (pr.  1594),  in  which  Mr.  Fleay 
{English  Drama,  ii.  315]  is  convinced  that  Greene  had  a  hand,  although  he 
•apposes  the  greater  part  of  it  to  have  been  wiitteu  by  Lodge.  The  First 
Pari  at  this  play  concludes  by  holding  out  the  promise  that 
'  If  this  First  Part,  Gentles,  do  like  you  well, 
The  Second  Part  shall  greater  murthers  tell.' 
(Halliwell's  Dictionary,  &c.,  p.  933.)  The  parodisUc  allusions  to  the 
'pampered  jades  of  Asii '  have  already  been  noticed  ;  another  phrase  which 
lent  itself  to  quotation  was  '  Awake,  ye  men  of  Memphis '  at  the  opening  of 
•Ct  iv,  of  Part  I.^-Among  reminiscences  (as  distinct  from  parodies)  of 
passages  in  TainbHrlaita  to  be  found  in  Shakspere  hy  far  the  most  striking  is 
the  famous  description  of  Death  in  Richard  II,  act  iii.  sc.  a  ('There  the 
antic  sits,'  &C  ;  cf.  Tamburlaitu,  Part  I.  act  v.  sc.  I ;  the  'antic  Death' 
occurs  also  in  Htnry  VI,  Part  I.  act  iv.  sc  7,  which  has  been  ascribed  to 
liadowe).  Of  less  moment  is  the  resemblance  between  Jl/atbelh,  act  v. 
sc  5  ('  Hang  out  our  banners,'  &c.)  and  Tatuburlaini,  Part  I.  act  iv.  sc.  4  (one 
of  the  several  passages  in  which  Uarlowe  makes  effective  use  of  the  stoiy 
of  Tamburlaine's  use  of  white,  vermilion  and  black  standards  with  graduated 
significance) ;  and  that  between  King  John,  act  iii.  sc.  i  ('  Nature  and 
Fortune  join'd  to  make  you  great ')  and  Tom^rfn'fv,  Part  I.  act  iL  sc.  i. — 
Mr.  Bullen,  p,  uii,  has  noted  some  later  references  to  TambttrlttiHi,  and  its 
revival  on  the  stage  about  1650.  As  to  Rowe's  Tamtriant,  and  the  curious 
contrast  between  this  play  and  Hariowe's,  see  below. 
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concluded,  was  The  Tragical  History  of  Doctor  Faustus '.  Tht 
The  internal  evidence  which  points  to  1588,  or  to  the  very  j^^^ 
beginning  of  the  following  year,  as  the  date  of  the  earliest  Doctor 
performance  of  this  tragedy,  is  remarkably  strong,  the  (i^\ 
arguments  from  details  being  reinforced  by  the  general 
conclusion  as  to  the  prepress  noticeable  in  its  versification  as 
compared  with  that  of  Tamburlaine.  And  a  further  cor- 
roboration by  external  evidence  is  furnished  by  the  date 
(February,  1589)  at  which  the  ballad  of  the  Life  aftd  Dsaik 
of  Doctor  Faustus  the  great  Conjurer  was  entered  upon  the 
Stationers'  Registers,  inasmuch  as  this  ballad,  if  it  was 
the  same  as  that  which  has  been  preserved,  may  be  held  to 
have  been  in  all  probability  composed  after,  and  not  before, 
the  production  of  Marlowe's  tragedy  ^  The  first  extant 
edition  of  the  play  is  the  quarto  of  1604 ;  but  before  this 
date  it  had  been  subjected  to  at  least  one  revision^. 
The  edition  of  1616  contains  further  comic  matter  of  a 
supplementary  kind  ;  and  much  contioversy  has  inevitably 
arisen  as  to  the  authorship  of  the  comic  scenes  in  both  the 
one  and  the  other  of  these  versions  of  the  play.  Here  it 
must  suffice  to  say  that  while  Marlowe  cannot  possibly  be 
held  responsible  for  the  additions  of  1616*,  no  such  certainty 
obtains  as  to  the  buffoonery  contained  in  the  earliest  edition. 
This  may,  as  Mr.  Fleay  holds,  be  the  invention  of  Dekker, 
to  whom  the  fabricated  entry  in  Henslowe's  Diary  assigned 
it ;  on  the  other  hand,  more  especially  as  we  know  that 
Tamburlaine  originally  contained  a  similar  admixture,  it 
may  be  Marlowe's  own.      Even  those  who   incline  to  the 

'  Recent  editions  of  Harlowc's  FatuttaaxK  those  of  the  late  Professor  W. 
Wagner  (1877),  the  present  writer  (1876,  since  revised),  and  Professor  H. 
Breymonn  (Heilbronn,  1689).  Concerning  the  multitudinous  liteiature  con- 
nected with  this  play  I  may  perliaps  be  excused  for  making  a  general  re- 
ference to  my  edition,  while  conscious  how  vainly  it  toils  alter  the  exigences 
of  such  a  theme.  The  translatiouB  af  Uarlowe's  Fausha  with  which  I  am 
acquainted  are  the  German  by  Wilhelm  Mailer  (181B)  oud  A.  voo  der  Velde 
(1870)  and  the  French  by  F.  V.  Hugo  (1858). 

■  See  also  Hr.  Fleay's  conclusions  as  to  the  date  of  perfonnance  derived 
from  the  history  of  the  actors'  companies  in  ApprmUx  A  to  the  InlrodtutioH 
to  my  second  and  third  editions. 

'  '  Adicyones '  by  William  Birde  (or  Bome)  and  Samuel  Rowley  are  men- 
tioned in  the  (genuine)  entiy  in  Henslowe's  Diary  of  November  as,  i6oa. 

*  Whatever  view  may  be  taken  as  to  the  rest  of  the  text  of  this  quarto. 
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former  view  cannot  escape  the  unwelcome  conclusion,  that 
the  first  performance  of  thU  immortal  work  was  accom- 
panied by  deplorable  drolleries  differing  not  very  materially 
from  those  of  which  the  origin  has  been  discussed  by  so 
many  learned  men. 

The  undying  interest  attachir^  to  Marlowe's  Doctor 
Faustus  lies,  for  once  in  almost  equal  proportions,  in  the 
theme  of  the  tr^edy,  and  in  that  tragedy  itself.  The  theme 
which  the  great  English  poet  was  the  first  to  treat  in  an 
adequate  dramatic  form,  has  occupied  modern  European 
literature  from  its  b^innings  to  its  most  modern  develope- 
ments.  Its  original  source  (although  even  this  expression 
may  seem  to  need  modification)  may  be  sought  in  those 
conflicts  between  Christianity  and  magic  to  which  already 
the  Ads  of  the  Apostles  bear  testimony.  The  specific  notion, 
however,  of  the  sale  of  his  soul  by  a  human  being  to  the 
Devil — followed  in  all  these  early  instances  by  the  ultimate 
annihilation  of  the  contract  through  the  Divine  Grace — can 
be  traced  as  far  back  as  the  sixth  century,  when  the  story  of 
TkeopkUus  was  supposed  to  have  been  related  in  Greek  by 
his  pupil  Eutychianus ;  it  spread  in  a  variety  of  versions 
through  Eastern  and  Western  Christendom ;  was  narrated  in 
Leonine  hexameters  by  the  learned  abbess  Hrotsvitha ;  was 
introduced  into  the  Golden  Legend;  and  besides  finding  its 
way  to  the  miracle-stage  through  Rutebeuf,  a  French  trouvkre 
of  the  thirteenth  century,  re-appeared  in  early  English  narra- 
tive and  in  Low-German  dramatic  literature.  Two  Icelandic 
versions  of  the  story  are  likewise  mentioned.  Finally,  it  was 
made  the  subject  of  an  English  poem  by  the  Catholic  priest 
William  Forrest  in  1572,  and  of  two  seventeenth-century 
Jesuit '  comedies,'  In  other  legends  the  object  of  the  contract 
with  the  Evil  One  is  the  prolongation  of  a  life  of  pleasure ; 
in  the  story  of  Cyprian  of  Antioch,  which  so  far  as  we 
know  is  even  earlier  in  origin  than  that  of  Theophilus,  and 
which  afterwards  furnished  the  materials  for  Calderon's  El 
Magico  Prodigioso  (1637),  the  thirst  for  knowledge  appears 
as  the  first  suggestion,  though  not  as  the  actual  motive,  of 
the  understanding.  Here  the  virgin  purity  of  a  human 
maiden  defeats  the  wiles  of  Satan ;  in  an  Italian  Miracolo 
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dt  Nostra  Donna,  belonging  to  the  close  of  the  fourteenth  or 
the  b^inntng  of  the  fifteenth  century,  the  influence  of  the 
Blessed  Vii^n  is  directly  victorious. 

The  mediaeval  conception  which  associated  with  m^c 
and  witchcraft  scientific  enquiry,  more  especially  those 
kinds  of  it  in  which,  as  in  astrology  and  alchemy, 
science  and  imposture  were  inextricably  intermixed, — the 
inclination  to  theosophic  and  cabbalistic  studies  which 
was  characteristic  of  the  earlier  Renascence  age,  and  was 
industriously  fostered  by  the  migratory  professors  of  this 
branch  of  learning, — and  finally  the  superstitious  fears  of 
the  Reformation  ^e,  which  had  cast  off  its  leadii^- 
strings  before  it  had  learnt  to  walk  alone, — these  were 
the  influences  jointly  responsible  for  the  creation  of  the 
particular  type  of  Doctor  Faustus.  That  the  original 
Faust  was  a  real  personage — not  of  course  the  printer  Fust, 
as  was  at  one  time  frequently  supposed,  but  a  wandering 
necromant  and  medical  quack,  who  flourished  after  his 
iftshion  in  the  South-West  of  the  Empire,  as  well  as 
in  Thuringia,  Saxony,  and  adjoining  countries,  somewhere 
between  the  years  1510  and  1540 — may  at  the  same  time 
held  to  be  establi^ed.  His  birthplace,  according  to 
Melanchthon,  was  Knittlii^n  in  Wiirttembei^ ;  but  various 
other  places  contended  for  the  honour  of  his  nativity,  among 
others  Roda  in  the  Duchy  of  Saxe-AItenbui^ ;  hence 
Marlowe '  speaks  of  his  Doctor  Faustus  as  born 
'In  Gennany,  within  a  town  call'd  Rhodes.' 
Very  soon  references  to  this  worthy  found  their  way  into  con- 
temporary German  literature ;  and  it  should  not  be  overlooked 
that  not  only  was  the  English  public  in  this  period  peculiarly 
susceptible  to  all  stories  of  sorcery  and  witchcraft ',  but 
that  its  craving  in  this  direction  was  lai|;ely  fed  by  '  news 

*  OpenJag  Ckona, 

*  We  shall  have  many  opportuDities  of  noticing  the  teatiinonies  to  the 
tmtli  of  the  above  statement  furnished  by  oar  drama  in  the  Elisabethan  ami 
Jacobean  ages.  Witchcraft  is  an  important  element  of  the  interest  of  the 
•ctioii  in  liacbtlh,  in  Hiddleton's  Tht  Witch,  and  in  Thomas  Heywood  and 
Brome's  Tht  LsmasAin  IVildua,  cot  to  mention  Jonson's  TAf  Sad  SJuf/Urd 
and  Tht  Masqtu  <j/*  QuttHS,  I  need  not  refer  to  plays  introducing  with 
ft  satirical  purpose  the  Hgures  of  astrologers  or  alchemists.    The  story  of 
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out  of  Germany,'  which  came  over  with  all  kinds  of  literature 
in  unprecedented  quantities  from  the  home  of  the  Reforma- 
tion and  the  printti^-press.  When,  accordingly,  the  story 
of  Dr.  Faustus  was,  in  the  year  1587,  made  the  theme  of 
a  popular  story-book  (the  so-called  old  Faustbuck,  printed 
by  Johann  Spiess  at  Frankfort -on-the-Main),  which  speedily 
ran  through  several  editions,  besides  being  continued, 
elaborated  and  imitated  in  various  ways,  it  naturally  found 
its  way  to  England  without  much  delay.  An  English 
translation  very  soon  made  its  appearance  under  the  title  of 
The  History  of  the  Damnable  Life  and  deserved  Death  of 
Doctor  fohann  Faustus;  butunfortunatelythis  has  not  come 
down  to  us  in  an  earlier  edition  than  that  of  1592,  which 
describes  itself  as  '  newly  printed  and  amended.'  Thus  the 
question  whether  Marlowe  founded  his  tragedy  upon  one  of 
the  early  editions  of  the  Geiman  original,  or  upon  the 
English  version,  can  only  be  determined  by  internal  evidence ; 
and  not  many  questions  of  the  kind  have  been  debated 
with  more  persevering  assiduity  and  minuteness.  My  own 
opinion  inclines  to  the  conclusion  that  the  English  History 
was  used  for  the  first  extant  edition  of  Marlowe's  play ; 
although  it  cannot  I  think  be  r^arded  as  absolutely  certain 
whether  the  edition  so  used  was  that  of  1592.  This  con- 
clusion does  not  put  out  of  court  the  possibility  that  the 
German  original  as  well  as  the  English  version  was  referred 
to  by  Marlowe.  There  is,  for  the  rest;  no  proof  of  the 
existence  of  any  German  drama  on  the  story  of  Faustus 
which  the  English  poet  might  have  used  in  conjunction  with 
the  popular  narrative*. 

The  agreement  in  essentials  between  Marlowe's  tragedy 
and  the  old  popular  book,  whether  in  its  German  or  in  its 
English  form,  is  in  any  case  incontestable,  and  of  these 

B  coDtntct  with  the  Devil  appears  id  Tkt  DitnTs  CkarUr  (1607).  In  Tht 
iiiny  Dtnii  of  EdmoHUM  uid  in  Jonson's  Tkt  DnS  u  on  jta  it  tervea 
•  comic  purpose. 

'  This  wu  supposed  to  have  been  the  caie  bj  Simrock,  becanae  the  fiEurca 
of  Uu  GooJ  Knd  t)u  Evil  Angti,  which  are  not  in  the /luutiuak  but  occur  in 
■n  early  German  (not  in  the  English)  ballad,  are  familiar  to  the  G«nnait 
puppet-plays,  based  in  all  probability  upon  an  eariy  German  drama  or 
dramas,  on  the  subject  at  Faust 
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essentials  that  which  possesses  the  deepest  interest  for  us  is 
the  motive  of  Faustus'  fall.  Herein  Marlowe's  tragedy  is 
at  one  with  the  popular  l^end,  representing  Faustus  as 
impelled  towards  the  fatal  contract  by  the  arrogance  of  his 
intellectual  self-consdousness.  Knowit^  so  much,  he  must 
know  all,  do  all,  dare  all '.  I  am  quite  ready  to  concede 
that  neither  Marlowe  nor  the  popular  books  represented 
Faustus  as  selling  his  soul  in  order  to  compass  knowledge 
for  its  own  sake  ; — such  was  not  even  Goethe's  conception, 
notwithstanding  its  far  greater  complexity  ;  it  does  appear, 
in  the  Brst  instance  at  all  eventSi  to  have  been  Lessing's. 
But  although  the  sentiment  that  '  knowledge  is  power '  was 
applied  with  unaffected  directness  by  the  child  of  an  age 
whose  philosophers  strove  to  make  gold  and  to  read  the  fate 
of  kings  in  the  stars,  I  cannot  on  the  late  Mr.  Lewes'  own 
showii^*  agree  with  him  that  Marlowe  has  '  given  his  hero 
the  vulgarest  of  motives.' 

It  has,  however,  been  pointed  out  with  indisputable  truth  Mariowes 
by    Goethe's    English    btc^rapher,  that  the    resemblance  ^^^  J^^ 
between  Marlowe's  tragedy  and  the  loftiest  poetic  repro-  ^■ 
duction  which  the  Faust-legend  has  at  any  time  experienced, 
ceases,  or  all  but  ceases,  after  the  first  scene,  where  Faustus, 
in  his  study  at  Wittenbei^,  declares  himself  at  the  end  of 
all  science,  and  craves  for  something  more*.   The  something 
more  which  Marlowe's  Faustus  desires,  he  feels,  quite  in 
the  spirit  of  the  age  to  which  he  belongs,  absolutely  certain 
of  finding  in  magic*.    The  spirit  who  obeys  the  call  of 
Faustus  is  *  Mephistophilis.'    Notwithstanding  the  pretended 

'  '  Unlawful  tilings, 

Wlloie  deepness  doth  entice  such  forward  wits, 
•  To  practise  more  than  heavenly  power  permits.' 

>  Lif4  ofGo4lhi  (ed.  1864),  p.  470. 

*  The  character  of  W^ner,  Fausf  3  famtiltn,  is  also  in  Harlowe,  with 
certain  of  the  touches  which  make  it  so  lifelike  in  Goethe's  work. — The 
Wagatrbudi  of  1593,  wiiich  sought  to  cany  on  the  eiperiences  of  Faust  in 
the  person  of  his  assistant,  was  of  course  guiltless  of  influence  upon  Mar- 
lowe's play. 

*  '  A  sound  magician  is  a  mi^ty  god.'—Kolhins  in  the  early  scenes  of 
Goethe's  Faust  is  more  poweriiil  than  the  hero's  recognition  of  the  insuf- 
flciency  of  the  mere  vision  which  his  skill  has  enahled  him  to  summon,  and 
which  for  a  moment  made  him  doubt,  while  bathed  in  its  Sood  of  light, 
whether  he  was  not '  a  god.' 
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accuracy  of  magical  terminology,  it  would  be  as  absurd  to 
define  the  place  of  Marlowe's  Mephlstophilis  in  the  hierarchy 
of  heil,  as  to  assign  his  proper  position  in  it  to  his  namesake 
in  Goethe.  Neither  is  intended  to  represent  the  Prince  of 
Darkness  himself;  but  though  Marlowe's  Mephlstophilis  ts 
but '  a  servant  to  great  Lucifer,'  he  is  capable  of  rising  above 
his  functions '.  Of  far  more  importance  is  the  deeply  spiritual 
conception  of  afuture  state  revealed  by  Marlowe's  Mephlsto- 
philis, in  reply  to  the  query  of  Faustus  how  it  comes  to  pass 
that  if  his  visitor  is  damned  in  Hell  he  is  out  of  it : 

'Why,  this  is  Hell,  nor  am  I  out  of  it. 
Thinlt'st  thou  that  I  that  saw  the  face  of  God 
And  tasted  the  eternal  joys  of  Heaven, 
Am  not  tonnented  with  ten  thousand  Hills 
In  being  deprived  of  everlasting  bliss  f '  * 

The  same  depth  of  moral  meaning  reveals  itself  elsewhere 
in  the  earlier  part  of  the  play.  No  sooner  has  he  formed 
his  resolution,  than  Faustus  is  distracted  by  the  conflicting 
monitions  of  the  Good  and  the  Evil  Angel;  but  he  decides 
to  sign  the  document  which  consigns  hb  soul  to  perdition  in 
payment  of  four-and-twenty  years'  service  on  the  part  of 
Mephlstophilis.  Just  before  the  execution  of  the  deed  the 
following  colloquy  takes  place  between  the  pair: 

'  F.  Stay,  Mepbistophilis,  and  tell  me  what  good  wilt  my  soul  do 
thy  lord  ? 

Af.  Enlarge  his  l^ingdom. 
F.  is  this  the  reason  why  he  tempts  me  thus? 
M.  Solamat  mistrii  sodas  habuisse  malorum. 
F.  Why,  have  you  any  pain  that  torture  others? 
M.  As  great  as  have  the  human  souls  of  man  V 

But  the  action,  thus  powerfully  begun,  soon  loses  its  strength 
of  purpose.  Faustus — and  this  is  finely  conceived,  though 
quite  inadequately  carried  out — falls  into  vain  and  irresolute 
repentance  immediately  after  he  has  overtly  sinned  against 
high  Heaven ;  his  Good  Angel  tells  him  that  it  is  '  never  too 
late  if  Faustus  will  repent ' ;  but  his  heart  is  hardened,  and 

'  See  the  fl»e  lines,  sc  xliL  79-^1.— In  sc.  vi.  Lucifer  (with  Belzdmb) 
■sseits  his  royal  poiltioii. 
'  Sc.  iii  J  cf.  sc  v.  »  St  V. 
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he  launches  recklessly  upon  the  career  which  now  lies  open 
before  him.  The  successive  scenes  representing  the  period 
of  his  command  over  the  services  of  Mephistophilis  are 
extremely  wearisome ;  and  critics  are  of  course  at  liberty  to 
accept  or  reject  as  Marlowe's  so  much  or  so  little  of  these  as 
they  choose.  But  it  is  at  least  unsafe  to  pronounce  those 
passages  not  to  be  his  which  are  directly  based  on  the 
narrative  that  he  must  have  used  as  the  main  foundation 
of  his  play.  From  this  point  of  view,  part  of  the  buffoonery 
may,  and  part  may  not,  be  regarded  as  probably  Marlowe's 
composition.  The  examination  tn  natural  philosophy  to 
which  Faustus  subjects  his  servant  deviates  from  the  popular 
books  in  details  which  may  or  may  not  have  been  inserted 
by  Marlowe  himself.  The  introduction  of  the  Seven  Deadly 
Sins,  favourite  characters  of  both  mediaeval  and  Renascence 
literature',  seems  to  me  both  appropriate  and  in  its  way 
effective.  On  the  other  hand,  Faustus'  endeavours  to  put 
his  new  powers  to  the  proof  are  calculated  (as  they  are  pre- 
sented to  us)  upon  simply  astonishing  the  spectators.  "Hiey 
commence  (this  however  off  the  scene)  with  an  aerial  voyage 
by  Faustus  to  view  the  secrets  of  astronomy,  and  his  return 
to  earth  '  to  prove  cosmography ' ;  but  these  scientific  re- 
searches arc  speedily  succeeded  by  doings  of  a  different  sort 
at  Rome  and  at  the  imperial  court  in  Germany.  The 
incidents  here  consist  in  a  display  by  Faustus  of  his  magical 
powers,  partly  in  practical  jokes,  impartially  played  upon 
Pope  and  horse-dealer,  partly  in  the  summoning  up  of  the 
dead  (Alexander  and  his  Paramour).  A  h^her  interest  is 
only  revived  in  the  fifth  act,  when  Faustus,  at  the  request  of 
his  students  at  Wittenberg,  calls  up  the  vision  of  fair  Helen 
— the  figure  invested  with  so  mysterious  a  significance  in 
the  Second  Part  of  Goethe's  Faust.  The  Imes  in  which 
the    magician    addresses    the    beauteous    apparition    are 

*  The  Procesaion  of  the  Deadly  Sins  in  Tht  Fatrii  Qnttne,  BL  I.  onto  iv. 
atanzu  17-37,  Marlowe  could  have  only  seen  in  MS,;  Dekker's  traciate,  T/u 
SrveH  Dtadly  Sinnea  of  LonJtm,  was  not  published  lilt  1606.  Tarleton's  cx- 
temporal  play  (mentioned  in  159a)  on  the  subject,  of  which  the  ■  plott'  (or 
skeleton  sketch  fixed  on  a  board  for  consultation  by  the  performers)  is 
reprinted  by  Collier,  iiL  198  mijj.,  may  possibly  have  been  soggnted  by 
Dodor  Faiaht*. 
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famous  as  an  incomparably  beautiful  example  of  a  strain  of 
passionate  poetry,  of  which  TamburUane  had  offered  but 
very  imperfect  anticipations.  Hereupon,  after  the  climax, 
comes  the  catastrophe,  which  is  presented  with  tremendous 
tragic  force.  The  anxious  students  and  the  Angels  Bad  and 
Good  prepare  us  for  the  end — and  then,  as  the  hand  of  the 
clock  slowly  moves  on  to  the  midnight  hour  ('  O  iente,  UttU, 
curriie  noctis  equi'),  Faustus  tremblingly  awaits  his  certain 
doom.  When  it  has  been  wrought,  the  students  reappear, 
and  undertake  with  pathetic  fidelity  to  bury  their  master's 
mangled  limbs.  As  they  go  out,  the  Chorus  enters,  and  in 
lines  of  great  beauty  preaches  the  simple  moral  of  the 
tragedy.  It  is  simple  enough,-^' unlawful  things'  are  to  be 
wondered  at  but  not  to  be  practised ;  yet  it  had  its  meaning 
for  Marlowe's  age',  and  for  Marlowe's  mind.  His  age 
believed  that  there  were  such  possibilities  of  temptation  as 
those  before  which  Faustus  succumbed ;  and  to  his  mind  the 
temptation  of  tampering  with  the  inscrutable  was  doubtless 
a  real  seduction.  No  solution  of  the  problem  is  proposed, 
or  even  hinted  at ;  any  such  was  beyond  both  the  poet  and 
his  times ;  but  a  subjective  as  well  as  an  objective  s^ifi- 
cance  underlies  his  tbeme,  though  his  treatment  of  it  is 
crude,  and  his  endeavour  to  work  it  out  dramatically 
(whatever  may  be  the  extent  of  interpolations  by  other 
hands  in  his  tragedy)  is  imperfect. 

For  the  additions  which  appeared  in  the  edition  of  i6l6 
and  in  subsequent  editions  Marlowe  cannot,  as  a  matter  of 
course,  be  held  responsible,  though  it  is  quite  possible 
that  the  edition  of  1616  restored  some  of  the  original 
readings  of  Marlowe's  text.  The  exceptional  popularity  of 
his  play  is  shown  both  by  the  frequency  with  which  it  was 
reprinted,  and  by  its  having  su^ested  two  other  successful 
plays  which  have  been  already  incidentally  noticed*.  Its 
influence  upon  a  popular  play,  derived  like  it  from  German 
legend  and  written  by  the  very  playwr^ht  to  whom  the 
first  comic  additions  to  Doctor  Faustus  are  supposed   to 

■  See  e.g.  Raleigh's  section  'OT  the  Divera  Kinds  of  Unlawful  Uagic'  in 
bis  Hitloty  oftht  World,  Bk.  I.  chap.  xj. 
'  Th*  Divffs  Ctaritr  *aA  Tlt<  lierty  Dnil  of  EdmanUat. 
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have  been  due — Dekker's  Olde  Fortunatus — is  likewise 
unmistakeable;  and  the  allusions  to  Doctor  Faustus,  Mephis- 
tophilis,  and  their  dangs  in  Elisabethan  and  Jacobaean 
literature  are  numerous'.  The  play  was  carried  across  to 
Germany  by  the  English  comedians  who  visited  that  country 
in  the  last  years  of  the  sixteenth  and  the  earlier  part  of  the 
seventeenth  century,  and  thus,  while  itself  derived  from 
a  Gernoan  source,  ioflu«iced,  if  it  did  not  actually  give  rise, 
to  the  treatment  of  the  same  theme  by  the  German  popular 
drama^.  In  England,  on  the  other  hand,  Marlowe's  tragedy, 
fragmentary  though  it  is,  has  never  been  supplemented  by  any 
other  direct  literary  treatment  of  its  theme.  After  being 
revived,  apparently  in  no  effective  fashion,  on  the  Restoration 
sta^K^,Doctor  Faustus  in  th.KTxxt  generation  was  transmuted 
into  a  half-harlequinade  *,  and  in  the  eighteenth  century  was 
altogether  turned  into  pantomtn:ie  upon  pantomime  The 
English  theatre  of  our  own  century,  which  has  never  wearied 
of  truncating  or  travestying  Goethe's  poem  in  one  form  or 
another,  has  wisely  shrunk  from  the  tragic  terrors,  inter- 
mixed with  passages  of  rare  imaginative  beauty,  of  Marlowe's 
Titanic  work. 


(1589-90), 
'  They  include  Andeat  Pistol'a  '  How  dow,  Hepbistoplulus,  and  B*r- 
dolph'a  illiuion  to  the  Horae-couracT's  scene  in  his  tccount  of  the  flight  of 
the  honea  that '  set  spun  and  away,  like  three  Geimaa  devils,  three  Doctor 
Fanstuses.'  (Tkt  Mtrry  Wnaa  of  Waubor,  act  i.  bc.  i  aod  act  iv.  sc.  5.) — 
A  veiy  different  indication  of  Shakspere's  Euniliarity  with  Doctor  Fauahu  ia 
the  line  in  Troiba  and  CrwnaEa,  act  ii.  sc  i : 

'She  is  a  peail, 
Whoae  price  has  launch'd  above  •  thousand  ships 
And  tnm'd  crown'd  KiagE  to  merchanla.' 
'  The  relations  between  PupptnapUU  and  Votishnth  on  the  one  hand,  and 
Goethe's  Faiu/ on  the  other,  cannot  be  discussed  here.     Goethe's  direct  debt 
to   liorlowe  is,  as  already  indicated,  tniling;  all  the  more  notable  is  his 
■cknowledgnient  of  the  poetic  merits  of  bis  predecessor:  '  How  greatly  is  it 
all  planned.  .  . .  Shakapere,  it  is  certain,  did  not  sUnd  alone.'— What  little 
Byron's  Manfrtd  owed  to  Marlowe,  came  indirectly  through  Goethe. 
■  See  Pepys'  Diary,  under  Hay  36,  166S. 

*  WiUiam  Hoimlfort's£^aiu/Z>MJA  ^Z>art)r^aiu(KS,produGed  between 
1664  and  16S8,  was  first  printed  in  1694. 

*  An  edition  has  been  published  by  A.  Wagner  (.Heilbrono,  l889\  with 
an  iHlrodudioK,  which  specially  dwells  on  the  causes  accounting  for  the 
corruptness  of  the  texL    I  am  not  aware  ofany  other  separate  modem  edition 
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have  been  produced  after  the  end  of  December  15^^  ^1  *i*^ 
was  familiar  to  the  stage  from  Februaryi59i.  The  internal 
evidence  of  style  places  it  unmistakeably  between  the 
tragedies  already  noticed,  and  the  historical  tmgedy  of 
Edward  IF.  It  seems  probable  that  The  Jew  of  Malta 
preceded  The  Massacre  at  Paris,  of  which  'the  Guise' 
is  the  central  figure. 

As  a  dramatic  composition,  the  third  of  Marlowe's 
tragedies  shows  a  considerable  advance  uponits  predecessors. 
The  popularity  of  The  Jew  of  Malta,  which  00  the  evidence 
of  Henslowe's  Diary  exceeded  that  of  any  contemporary 
play',  was  no  doubt  due  in  the  first  instance  to  the  breadth 
and  distinctness  of  its  principal  character,  and  was  sustained 
by  a  favourite  actor's  (Edward  AUeyn)  masterly  imper- 
sonation. Yet  now  that  the  extraordinary  accumulation  of 
villainies  perpetrated  by  the  hero  has  lost  its  fascination 
while  the  character  as  a  whole  attracts  us  as  a  curiosity 
rather  than  as  a  masterpiece,  there  remains  much  to  admire 
in  the  ingenuity  of  the  construction  of  the  plot,  which, 
notwithstanding  its  elaborateness,  is  remarkably  clear  and 
intelligible.  Although  the  action  proceeds  from  startling  to 
more  startling  scenes,  in  the  course  of  which  it  must  be 
allowed  that  the  lifelike  characterisation  of  the  earlier  part 
of  the  play  is  exchai^ed  for  caricature',  a  climax  of  effect 
is  reserved  for  the  close.  And  in  form  this  work  deserves 
high  praise ;  for  the  vigour  and  ease  of  its  versification  are 

or  thU  interesting  plajr.  In  1813  S.  Penley  published  Harbncis  CtUbtaltd 
Tragtdy  oftht  Jrw  of  Malta,  with  AUrrations  ami  Addiiioits. 

'  The  puiage  in  tbe  Prologu* — 

'And  now  the  Gaise  is  dead' — 
cannot  well  have  been  interpolated.     Henry  Duke  or  Guise  was  mtirdered 
December  33,  1588. 

'  Sec  the  series  of  entries,  beginning  with  February  a6, 1590  (O.S.^  The 
extant  vcnion  was  that  edited  by  Thomas  Heywood  in  1633  alter  its  revival 
at  Court  and  at  the  Cock-piL     In  the  Prologut  for  the  latter  performaoee 

occur  the  lines:  .  „      ,      ■     .     ^        .    ■     .>   . 

'  By  the  best  of  poets  in  that  age 

The  Malta- Jew  had  being  and  was  made. 

And  he  then  by  the  best  of  actors  play'd.' 

The  episode  of  the  two  mutuaOy  hostile  friars  in  Heywood's  Tlu  Capiwt* 

appears  to  have  been  suggested  by  act  iv.  sc.  a  of  Marlowe's  play. 

*  BuUen,  iHtroduettot,  pp.  xl-xliii 
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alike  undeniable.  Indeed,  there  are  passages  in  the  earlier  part 
of  the  play  in  which  the  exquisite  beauty  of  Marlowe's  verse, 
heightened  by  that  imaginative  use  of  classical  similes  which 
was  peculiarly  his  own,  overcomes  every  other  impression '. 
How  far  the  grosser  portions  of  the  last  three  acts  are 
due  to  later  insertions  by  other  hands — perhaps  by  that 
of  the  facile  plajn^right  who  edited  the  play  for  its  first 
known  appearance  in  print  {1633)', — I  cannot  pretend  to 
decide. 
The  Prologue  to  the  play  is  spoken  by  Machiavel  *     Of 

'  E^.  act  i.  sc.  1 : 

'One  sole  daughter,  whom  I  hold  as  dear 
Ab  Agamemnon  did  hb  Ipbigene : 
And  all  I  have  ia  hers.' 

*  'In  the  scenes  with  Bcliamim  and  Pilia  Bona  there  ia  a  good  deal  not 
hy  Uarlowe.  This  is  not  due  to  original  collaboration,  but  to  alteration  by 
Heywood,  c,  163a.'  Fleay,  EngHth  Drama,  ii.  61,  where  the  retemUance 
to  Heywood '■  Captivts,  which  had  Mruck  me  independently,  is  also  noted. 

*  The  interest  taken  in  Hacchiavelli  by  English  writer?  was  curiously 
great,  if  we  may  judge  from  the  numerous  references  made  to  him  and  bis 
writings,  in  and  out  of  season.  Very  poavbly  it  had  been  fed  by  the  publi- 
cation In  English  (in  1531)  of  the  VwdittttioH  (sec  HatieioH  MitaBoKy,  vol.  i). 
Apart  from  the  circumstances,  that  a  play  called  hy  him  '  Makinm*U'  was 
produced  by  Henstowe  in  1591,  thai  in  1613  Robert  DBbome  was  in  treaty 
with  him  for  a  revival  of  this  with  additionB,  or  for  a  new  play,  under  the 
name  of  MacltiavU  and  liit  Divil  {Htmltm^s  Dtaiy,  ed.  Collier,  p.  aa  and 
Holt),  and  that  in  1597  a  Latin  diaina  by  D.  Wibume  called  MaMaottliu,  0/ 
tMch  tin  htm  isai  a  Jf,  was  acted  at  Cambridge  (a  transcript  of  this  is  in 
the  Bodleian  ;  see  S.  Lee,  U.S.,  p.  147,  and  cC  Halliwell's  Didumaty),  I  have 
traced  the  recurrence  of  allusions  to  HacchiaveUi  through  a  large  number  of 
our  dnunatists.  Proverbial  use  ia  made  of  his  name  in  plays  treating  of 
events  which  happened  befon  his  time ;  see  Hmty  VI,  Part  I,  act  v.  sc.  4  : 
'Alenfonl  that  notorious  If  achiavel' ;  and  cf.  Steevens' note  citing  a  passage 
from  Tht  Valiatil  WildanaH  (1613,  ascribed  to  Annin),  where  Cantdoc 
(Caractacus)  is  rather  unreasonably  bidden  '  read  Machiavel' ;  t\aoHtntyyi, 
Part  III,  act  iii.  sc.  3,  where  '  Hechiavel '  is  substituted  for  '  Catiline.'  He 
is  referred  to  in  Tht  Mtrry  Wiv*i,  act  iii.  sc.  a  ;  in  Greene's  Jama  IV,  where 
'annotations  upon  Machiavel'  are  found  in  the  pocket  of  the  villain  AMukin; 
in  Nashe's  Simmtri  Lasl  Will  and  Ttstanunt,  where  it  is  declared  that 
'the  art  of  murder  Machiavel  hath  penn'd  ' ;  in  Jonson's  fivry  Manoui  of  his 
Humour  (act  ii,  sc.  a),  and  in  his  Magnitic  Lady  (act  i.  sc.  ]).  Jonson,  as 
a  passage  in  his  Dacotitria  proves,  had  read  the  author  whose  name  his  age 
was  so  fond  of  evoking.  While  it  ia  interesting  to  observe  with  what 
tenacity  popular  literature  dings  to  personified  conceptions,  we  may  be  glad 
that  Englishmen  have  done  something  for  the  memory  of  the  great  Italian 
besides  helping  to  keep  alive  an  obliqne  view  of  it ;  the  English  visitor  to 
Florence  learns  with  pride  that  the  monument  to  MacchJavclli  in  the  Church 
of  Sta.  Crocc  was  raised  by  a  subacription  set  on  loot  (in  1787)  hy  an 
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course  this  personage  (the  historical  Machiavel  bad  died  in 
1527),  as  the  allusion  to  his  having  inhabited  the  body  of 
the  Guise '  now  dead '  shows,  is  intended  to  bear  a  typical 
significance  only.  '  Machiavel'  introduces  the  Jew  of  Malta 
as  one  whose  wealth  had  not  been  amassed  '  without  my 
means.'  In  other  words,  the  villain  with  whom  the  play  is 
concerned  is  no  common  villain,  but  a  politic  schemer  acting 
on  a  well-considered  system ;  and  Barabas  fully  redeems 
the  promise  thus  made  on  his  behalf;  one  at  least  of  his 
speeches  (act  v.  line  117  seqq.)  has  something  like  the  true 
ring  of  the  Principe  itself,  by  which  Macchiavelli's  name 
was  chieHy  known  to  the  foreign  world. 

This  play  is  so  noteworthy,  both  on  its  own  account  and 
because  of  the  comparison  which  inevitably  su^ests  itself 
with  Shakspere's  Merchant  of  Venice,  that  it  may  be  well  to 
indicate  briefly  the  nature  of  its  plot.  Barabas  is  discovered 
at  the  outset  counting  his  wealth,  when  at  the  height  of  his 
prosperity  as  a  merchant  of  Malta.  But  the  rulers  of  the 
islands,  the  Knights  of  Sl  John,  being  suddenly  called  upon 
by  a  Turkish  force  to  pay  a  heavy  outstanding  tribute,  the 
expedient  occurs  to  them  of  making  the  rich  Jews  pay  the 
money,  and  thus  free  the  island  from  the  danger  threatening 
it.  Every  Jew  is  to  surrender  half  his  wealth ;  if  he  refuses, 
he  is  stra^ht  to  become  a  Christian ;  and  if  he  declines 
conversion,  he  is  to  lose  the  whole  of  his  property.  Barabas 
having  refused  both  the  first  and  the  second  demand,  is 
sentenced  to  the  ultimate  penalty  and  apparently  reduced 
to  beggary,  his  house  being  at  the  same  time  turned  into 
a  nunnery.  As,  however,  he  has  in  this  house  concealed 
a  large  part  of  his  wealth,  he  instructs  his  daughter  Abigail 
to  ask  admission  into  the  nunnery,  feignii^  herself  a  Christian 
convert,  so  that  she  may  secure  for  him  his  secret  hoard. 
The  device  succeeds;   but  a  complication  arises  from  the 

EnglisfaniBn  (Earl  Cowper).  It  in  noticeable  that  already  in  1734  (in  Tlu 
Craftsman,  No.  431]  Hacchiavelli  is  introduced  as  Uie  writer  of  'a  letter 
from  the  dead '  in  his  true  character  as  a  '  friend  to  the  Cause  of  Liberty.* 
It  19  curious  Chat  Goethe  in  his  Egmont  should  have  thought  St  to  give  the 
name  of  Uacchiavelli  to  Margaret  of  Parma's  secretary, — of  course  a  palpable 
airachronism,  had  not  Goethe  in  his  turn  intended  simply  to  indicate  a  type  of 
the  policy  represented  by  the  character  in  question. 
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circumstance  of  two  young  nobles  of  the  island  being 
enamoured  of  Abigail,  who  returns  the  love  of  me  of  them, 
■^\  A  ^  +-the  governor's  son.  Barabas  persuades  her  to  inveigle  her 
other  admirer  by  pretending  to  return  his  passion ;  and  by 
sending  forged  challenges  to  the  rivals  as  from  each  to  each, 
he  stirs  up  a  quarrel  between  them  which  ends  in  their  killing 
one  another.  Filled  with  anguish  and  remorse,  Abigail  con- 
fesses to  a  friar  her  connivance  in  her  lather's  murderous 
scheme,  and  dies.  Barabas  hereupon  contrives  to  rid  himself 
both  of  the  inconvenient  confessor,  and  of  another  friar,  by 
pretending  a  desire  to  become  a  Christian.  He  invites  both 
the  friars  into  his  house,  kills  the  one  and  makes  the  other 
believe  himself  guilty  of  the  deed.  Having  again  become 
rich,  he  seems  likely  to  reap  the  reward  of  his  ii^enuity, 
when  he  is  betrayed  by  the  accomplice  of  his  misdeeds, 
a  rascally  Turkish  slave,  whose  services  he  had  secured  00 
thestrengthof  his  evil  looks  and  antecedents.  Thtslthamore 
having  betrayed  everything  to  a  courtesan,  who  reveals  the 
villanies  of  Barabas  to  the  governor,  the  Jew  (not,  however, 
before  he  has  managed  to  take  vengeance  by  poison  on 
those  who  bad  ruined  him)  is  thrown  over  the  walls  as 
a  dead  man.  But  his  career  is  not  yet  at  an  end.  The 
Turks  are  ^ain  besieging  Malta ;  and  Barabas  (for  he  had 
merely  fe^ed  death)  becomes  their  guide  into  the  fortress, 
after  having  been  promised  the  governorship  in  case  of  success. 
The  citadel  is  taken ;  governor  and  people  are  in  bis  hands ; 
and  he  is  master  of  the  situation.  But  his  politic  cunning 
now  suggests  to  him  the  necesaty  of  making  friends  with 
his  former  foes ;  he  therefore  proposes  to  entertain  the 
departii^  Turks  at  a  farewell  banquet,  in  the  course  of 
which  he  will  contrive  to  put  them  all  to  death.  Thus 
he  will  assure  to  himself  the  gratitude  of  the  Christians, 
remain  governor,  and  bemaster  of  the  future  as  well  as  of  the 
present  The  Christians  pretend  to  fall  in  with  this  Macchia- 
vellian  scheme, — but  only  in  order  to  catch  the  Jew  in  his  own 
trap,  of  which  he  has  revealed  the  secret.  Thus,  instead  of  the 
Turkish  leaders  being  crushed  by  the  fall  of  the  banquetting- 
room,  Barabas  alone  is  precipitated  into  a  cauldron  of  fire 
held  in   readiness  beneath ;  and,  foiled  at  last,  expires 
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with  a  curse,  of  which  it  is  sufficient  to  state  that  it  very 
adequately  marks  the  conclustoa  of  the  play. 

It  has  not  escaped  the  observation  of  critics,  that  in  this 
work  the  first  two  acts  are  greatly  superior  in  execution 
to  the  remainder.  Not  that  the  play  in  the  slightest  degree 
abates  either  in  rapidity  of  dramatic  movement  or  in  vigour 
of  language  in  its  latter  part ;  but  the  colouring  grows  much 
coarser,  the  human  element  in  the  character  of  Barabas  is 
altc^ether  lost  s^ht  of,  and  if  the  story  becomes  more 
striking,  its  execution  becomes  less  pleasii^.  I  doubt 
whether  the  extraordinary  dialc^e  in  which  Barabas  secures 
the  services  of  Ithamore,  by  giving  him  an  insight  into  his 
own  character  and  intentions,  is  to  be  taken  to  imply  that 
Barabas  really  has  been  all  he  says  he  has  been — in  a  word, 
a  very  fiend.  But  he  certainly  acts  up  to  this  self-drawn 
sketch  in  what  follows ;  and  inasmuch  as  he  is  no  longer 
sinned  against  as  well  as  sinning,  we  lose  all  those  elements 
of  sympathy  with  him  which  the  earlier  part  of  the  play  had 
allowed  to  operate.  Of  the  remaining  characters,  Ithamore, 
though  very  coarsely  drawn,  is  a  most  effective  picture  of 
the  basest  kind  of  villain  ■ ;  the  friars  are  satirical  pictures 
of  monkish  selfishness  and  debauchery,  at  which  it  is  easy 
for  us  to  shake  our  heads, — but  we  should  remember  how 
the  passions  and  prejudices  of  the  age  persistently  encouraged 
their  reflexion  in  whatever  kind  of  literature  was,  or  desired 
to  be,  in  accord  with  popular  sentiment '. 

'  Itbunore  bears  some  resemblance  to  the  vet;  eSective  figure  of  the  Uoor 
in  SchiUer's  Fitxo. 

*  The  Middle  Ages,  no  doubt,  bad  shown  little  or  no  compunction  in 
illustrating  human  frailty  by  examples  drawn  (often  with  a  succetefiil  cod- 
cealment  of  the  a  forHori  intention)  from  the  lives  of  the  reguUr  clergy. 
But  the  ReformatioD  age  imported  an  unprecedented-acrimony  into  the  use 
to  which  it  put  ecclesiastical  figures  of  this  sort  in  its  literature.  1  have 
Riven  some  examples  of  this  in  my  edition  of  Marlowe's  Dtxior  Fmtxlus, 
where  Mephistophilis  first  appears  in  the  habit  of  a  mooL  Without  touching 
an  other  instances  here,  I  may  remind  readeia  of  Spenser  that  in  Tht  Fatrit 
Quitne  Idleness  appears  as  a  monk  (I.  iv.  ig]  and  the  Devil  himself  as 
■  hermit  (L.  i.  39).  Schlegel  has  pointed  out  how  Shakspere,  when  he  has 
occasion  to  bring  monks  on  tbe  scene,  prefers  to  dwell  on  the  nobler  aspects 
of  their  lives  and  duties.  A  corresponding  sentiment  may  have  induced 
him  to  omit  in  King  John  the  ribald  scene  io  Tht  Traubitsomt  Raigiu, 
descriptive  of  the  looting  of  Swineshetul  Abbey. 
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The  special  interest  attaching  to  the  chief  character  in  ThtjoBo/ 
this  play  is  not  solely  or  even  mainly  due  to  the  resem-  xhl'iif^ 
blances  which  it  presents  to  Shakspere's  Shylock.  For  chtmio/ 
inasmuch  as  Barabas  certainly  preceded  Shylock  on  the  *"**■ 
st^e,  it  is  the  former  character  which  more  directly 
su^ests  the  question,  how  and  why  it  came  to  pass  that 
a  Jew  should  be  presented  there  as  a  type  intended  to 
excite  popular  antipathy,  at  a  time  when,  whether  or  not 
Jews  were  to  be  found  in  Ei^land',  their  presence  could 
hardly  have  been  regarded  or  apprehended  as  a  rel^ous, 
political,  or  social  grievance.  For  it  may  be  well  to  premise 
that,  whatever  may  have  been  the  effect  originally  produced 
by  the  character  of  Shylock  (although  I  am  convinced  that 
the  sympathy  aroused  by  this  character  is  merely  the  result  of 
the  unconscious  tact  with  which  it  was  incidentally  humanised 
by  Shakspere),  Barabas'  was  assuredly  never  intended  to 
secure  either  the  respect  or  {sit  venia  verbo  /)  the  sneaking 
kindne^  of  a  single  spectator.  To  be  sure,  just  as  Shakspere, 
in  working  out  the  relations  between  character  and  action, 
could  not  faXl  on  occasimi  to  imply  his .  consciousness  of 
counter-arguments  ad  CkrisHanos,  so  Marlowe  puts  into  the 
mouth  of  Barabas  the  following  specious  plea  in  defence  of 
his  own  practice : 

'  It's  no  sin  to  deceive  a  Christian ; 
For  tbey  themselves  hold  it  a  principle : 
Faith  is  not  to  be  kept  with  heretics.— 
But  all  are  heretics  that  are  not  Jews. 
This  follows  well*.' 

Apart,  moreover,  from  the  much  gfrosser  developement  of 

>  There  can  be  no  doubl  but  that  Mr.  S.  Lee  has  proved  in  his  admirable 
paper  od  Elizabethaii  England  and  the  Jewl,  in  New  Shakspere  Sode^'s 
Tiansactioiu,  iS88,  that  this  queation  should  be  answered  in  the  affirmative. 

*  I  cannot  remember  any  instance  in  tlie  old  mystecy-dnuna  in  which  the 
flgnre  of  Barvbbas  has  comic  touches  such  as  are  said  to  have  been  given  to 
it  at  one  time  in  the  Oberammergau  passion-play  (they  had  been  removed 
when  I  witnessed  its  performance  in  1871).  But  the  name  was  at  all  events 
the  most  odious  that  could  have  been  chosen  by  Harlowe  for  his  Jew. — By 
the  bye  it  is  odd  (though  in  the  style  of  the  mysteries)  that  Barabas,  who  Is 
learned  enough  to  quote  Terence  (^Ego  nahtnitl  sum  sttHftr  pmximua'), 
should  foiget  himself  into  a  Christian  oath  (Corfo  Ji  Dio). 
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the  evil  tendencies  of  the  chaiacter  (whether  or  not '  racial ' 
or  personal,  the  frequenters  of  Rose  or  Cockpit  would  be 
hardly  expected  to  distinguish),  there  are  passages  in  T/u 
Jew  of  Malta'^  proving  that  in  external  appearance,  too, 
Barabas  was  intended  to  be  held  up  to  the  ridicule  as  well 
as  to  the  disgust  of  the  pensive  public.  It  cannot,  of  course, 
be  for  a  moment  supposed  that  any  traditional  conception 
of  the  Jew,  such  as  afterwards  dominated  the  drama  of 
more  than  one  nation,  had  thus  early  definitely  formed 
itself  on  the  English  stage,  and  was  accepted  accordingly 
by  Marlowe  and  by  Shakspere  after  him.  Of  the  early 
play  of  The  Jew,  commended  by  Stephen  Gosson  *  at  aa 
early  a  date  as  1579,  we  know  indeed  that  its  ailment 
included  '  the  bloody  minds  of  usurers ' ;  and  if,  as  seems 
extremely  probable,  a  playful  passage  in  a  letter  written  in 
the  same  year  by  Spenser  to  Gabriel  Harvey  contains  an 
allusion  to  this  play,  we  may  further  conjecture  that  it 
already  contained  the  story  of  a  bond  ^  But  in  his  next 
appearan(%  on  the  stage,  in  an  episode  introduced  into 
Robert  Wilson's  late  morality,  The  Three  Ladies  of  Lgndott 
(printed  in  1590)  *,  the  Jew,  Gerontus,  plays  a  highly  honour- 
able part,  preferring  to  be  cheated  of  the  debt  due  to  him 
than  to  approve  of  the  Christian  Mercatore's  interested  con- 
version ;  and  the  commendation  of  the  Jew's  conduct  uttered 
by  the  judge  upon  the  stage  must  be  supposed  to  have  been 
echoed  by  the  audience.  Why  then  should  Marlowe  have 
fallen  upon  such  a  type  as  Barabas,  who  cannot  be  called  in 
any  sense  a  study  of  the  Jewish  nature,  mind,  or  character, 

'  E.g.  act  ii.  9C.  3  {lAatva  to  Barabas);  'O  brare  I  master,  I  wotship 
your  nose  for  this.'  The  chiracter  wu  reodered  grotesque  uid  hideous  on 
the  stage  by  means  of  a  blse  nose,  which  (>s  Dyce  and  Bullec  point  out)  la 
referred  to  in  Sunuel  Rowley's  Stank  far  JUoittj/  (1609)  as  '  the  artifidall 
Jewe  of  Haltaes  nose.' 

'  jlnJt,  p.  309. 

'  In  this  letter,  printed  in  Harvey's  IMUr-iooli  (printed  for  the  Camden 
Society,  1884),  Spenser  signs  himself  'he  thai  is  fast  bownde  to  the  in  more 
obligations  than  aoy  merchant  of  Italy  to  any  Jew  there.'  Cf.  Lee,  h.»,, 
p.  143- 

*  Cf.  the  notice  of  play  and  episode,  ana,  p.  140,  noU.  See  also  Dr.  H. 
Femow'a  diosertation  Tlu  Tknt  Lord*  and  TMrtt  Ladus  o/Lotuton  (Ham- 
bu^,  iSSs),  where  the  significance  of  the  episode  between  Gerontus  and 
Hercatore  is  admirably  elucidated. 
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but  who  was  conceived  m  so  resolute  a  spirit  of  Anti- 
Semitism  as  to  call  forth  a  whole  line  of  successors  ^.  It  is 
indeed  evident  from  incidental  allusions  to  Jews  in  the 
£lisabethan  drama,  both  that  when  mentioned  they  were 
mentioned  with  contempt  and  dislike,  and  that  they  were 
commonly  connected  in  the  popular  mind  with  the  practice 
of  usury.  But  there  is  nothing  in  these  allusions  to  warrant 
such  a  conception  as  that  of  Marlowe's  Barabas,  and  what- 
ever may  be  the  case  with  Shylock,  his  predecessor  on 
the  stage  can  have  nothing  to  do  with  Roderigo  Lopez,  the 
Portuguese  physician  who  in  T594  was,  on  evidence  which 
seems  more  than  doubtful,  hanged  for  a  supposed  design 
upon  the  life  of  Queen  Elisabeth  *. 

Barabas,  the  Jew  of  Malta,  is  then  to  all  intents  and 
purposes  the  child  of  Marlowe's  Imagination,  although  it  is 
not  to  be  denied  that  certain  suggestions  were  ready  to  his 
hand  that  could  be  easily  used  to  heighten  the  odiousness  of 
his  monstrous  concepti<m.  To  Marlowe's  mind  a  Jew  was  fair 
game,  his  diabolical  hatred  of  everything  Christian  a  matter 
c^  course,  and  his  love  of  money  an  axiom.  He  was  wholly 
innocent  of  any  design  of  producing  a  typical  study  of 
Judaism — least  of  all  by  introducing  into  the  character  the 
one  softening  element  of  paternal  aiiection. 

The  resemblances  of  detail  between  The  Jew  of  Malta 
and  The  Merchant  of  Venice,  of  which  it  may  be  worfli  while 

'  AmODK  these,  apBrt  Trom  Shylock,  Mr,  Lee  notes  Abraham  '  a  cunning 
Jew '  and  a  pbyaiciao  well  seen  in  poisons,  in  the  tragedy  of  Sttinua  men- 
tioned above,  p.  398,  note  i,  as  an  imitation  of  Tamburlamt,  and  below 
amons  the  plays  attributed  to  Greene ;  the  Cambridge  JfofAuiwIbj ; 
'Hammoo  the  Usurer  with  a  great  nose'  in  Jackt  Drum's  Enttrtamiiunt 
(1601),  Zuiph  in  Day's  Trmtis  o/t/u  Thrtt  English  Brolhtn  (^Skirity)  (1607), 
Zabulon  in  Beaumont  and  Fletcher's  Custom  oftia  Country  ^1633),  and  the 
chief  figures  in  two  lost  plays  by  Dekkcr  and  by  Brome, 

■  See  below  as  to  Shylock.  There  is  an  allusion  to  ■  Dr.  Lopus '  in  Dot/or 
F«ialita,  sc.  xi,  which  cannot  have  been  from  the  hand  of  Hariowe,  who 
died  in  1593.  It  is  conceivable  that  the  long-continued  popuiari^  of  Thijrw 
of  Malta  taay  have  owed  something  to  the  effect  of  the  trial  and  execution  of 
Lopez.  But  Dr.  Honigmann's  conjecture  |in  an  article  on  the  character  of 
Shylock  in  Jahrbueh,  vol.  xvii,  i8Sa)  that  Harlowc,  who  he  says  exhibits  in 
the  diction  of  Barabas,  interspersed  as  it  is  with  bits  of  Spanish  and  Italian, 
a  close  acquaintance  with  the  Jewish  jar^n,  had  studied  it  in  the  speech  of 
London  Jews,  perhaps  mm  in  t/ial  of  Dr.  Lopta  himself,  must  be  respectfully 
disEoiflsed. 
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to  note  some,  without  pretending  to  exhaust  their  number^, 
are  such  as  to  leave  no  doubt  with  regard  to  the  debt  owing  by 
the  later  to  the  earlier  play  *.  As  it  ssems  to  me,  they  prove 
conclusively  that  Marlowe's  Jew  of  Malta  was  present  to 


Jew  of  Malta. 


Act  I.  Sc.  i 
First  ■ppeaiance  of  B. 
rates  his  argoaies. 


Merc&ant  of  Venice. 

Acrl.  SC3. 

First  appeanuice  of  S.     He  entu 

rates  the  ■rgosies  of  Antonio. 


'  These  are  ttie  blessings  promised  to 

the  Jews, 
And  herein  was  old  Graham's  hap- 


Acr  I.  Sc.  a. 
'You  have  toy  goods,  i 

and  m;  wealth,  &c. 
.  .  .  you  can  request  no  i 
(Unleis  70U  wish  to  take 


Act  II.  Sc.  i. 

■  Oh  my  girl, 
My  gold,  my  fortune,  my  felicity. 


Passage  about  Jacob,  with  a  reference 

to  Abraham,  ending ; 
'  This  was  a  way  to  thlivc,  and  he 

waa  bleas'd ; 
had  Ikrifl  is  blea^ng,  if  men  steal  it 

not,' 

Act  rv.  Sc.  i. 
Greatly     improved     in     Sh^ock's 

■  Nay  take  my  life  and  all,'  Ac 

Act  I.  Sc  3. 

'  The  devO  can  dte  Scripture  for  his 

Act  n.  Sc  8. 
'Hy  daughter]— O  my  ducats  I— O 
my  daughter  I 


Act  II.  Sc.  a.  Act  II.  Sc  5. 

fianibas  and  Slave  (against  hearty      Shylock  and  Laanoelot  Gobbo. 
feeders  in  general). 

*  There  ii  ■  uiDDg  rmmblanet  la  biKb  dw*e  pwagM  in  Ben  Jauon'i  Tit  Cm  ii 
AlUrtd.aay.ici. 

'  See  several  others  (some  not  very  striking)  in  Waldron's  edition  of  Ben 
Jonson's  Sad  Shtpherd,  Appendix,  p.  009  atf^.;  among  them  the  following 
speech  of  Barabas,  to  which  1  need  not  supply  the  Shakiperean  parallel : 
'I  leam'd  in  Florence  how  to  kiss  my  hand, 
Heave  up  my  shouldeis  when  they  call  me  dog. 
And  duck  as  low  as  any  barefoot  friar.' 
It  may  be  added  that  the  passage  in  the  y/nrQ^JfoAa, 
'What  sigbt  i«  thisi  my  Lodovico  slain  ! 
These  armi  of  mine  ^lall  be  thy  sepulchre,' 
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Shakspere's  mind  when  he  wrote  his  Merchant  of  Venice. 
Yet  the  transforming  power  of  his  genius  is  evident  in  this  as 
in  almost  every  instance  where  he  made  use  of  the  labours 
of  his  predecessors.  The  artistic  difference  between  the 
plays  needs  no  comment  The  psychological  distinction 
in  the  treatment  of  the  two  principal  characters  lies,  not 
in  the  nature  of  the  ingredients  of  which  they  are  com- 
pounded— avarice,  cruelty,  revengefulness,  with  no  mitigating 
element  but  that  of  paternal  love,  and  this  only  till  it  is 
quenched  in  the  sense  of  a  daughter's  desertion— but  in  the 
way  in  which  these  elements  are  fused.  The  art  of  ^.^ 
Shakspere  is  immeasurably  superior  to  that  of  Marlowe  in 
allowing  neither  avarice  nor  lust  of  vengeance  to  attain 
to  such  a  pitch  in  his  Jew  as  to  take  the  character  out  of 
the  range  of  human  nature.  In  contrast  with  the  un- 
relieved blackness  of  Barabas,  Shylock  remains  both 
truly  human  and  within  the  limits  of  dramatic  probability. 
A  comparison  of  the  last  three  with  the  first  two  acts  of  the 
yew  of  Malta  may  indeed  surest  that  baste  of  execution 
was  the  chief  cause  which  prevented  Marlowe  from  achieving 
a  character  instead  of  a  caricature ;  but  it  remains  not  the 
less  certain  that  he  failed  in  this  instance,  as  in  those  of 
the  heroes  of  Tamburlame  and  of  Doctor  Faustus,  to  achieve 
in  actual  literary  presentment  the  highest  part  of  the 
dramatist's  task. 

Marlowe  unmistakeably  attained  to  his  highest  point  as  Edward  ll 
a  dramatist  in  The   Troublesome  Raigne  and  Lamentable  ^'59o-0- 
Death  of  Edward  the  Second,  King  of  England'^.     Apart 

doubU«si  suggested  one  in  /fMrji  f%  Part  III,  act  ii.sc.s;  and  the  beautUul 

'But  Ma^:  what  star  shines  yonder  in  the  CMtt 
The  loadstar  of  my  life,  if  Abigail,'  &c^ 
cannot  have  heen  Tar  from  Shakspere's  memoiy  when  he  wrote  the  still  more 
beautiful  passage  in  Romto  and  Juhtt,  act  ii.  sc.  3.     These  two  similarities 
are  pointed  out  bj  Dyce. 

1  The  fiill  title  of  the  quarto  of  159B  continues  :  ■  Wiik  iht  tragkall /all  itf 
prtmd  MorUnttr ;  and  alio  thi  lifi  and  dtath  of  Pars  Gaut^tm,  Iht  gnat  Earir 
of  Comtwall,  and  mighty /avoHrUt  of  King  Edward  tin  atamd'  A  copy  of 
an  edition  of  Edward  II  dated  1594  was  discovered  some  years  ago  by 
R.  Gen<ie  in  the  State  Library  of  the  Huseum  Pridericianum  at  Cassel ;  its 
presence  there  he  thought  mi^t  be  explained  by  a  visit  of  English 
comedians  to  the  court  ofCasscl  towards  the  end  of  the  sixteenth  century. 
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from  the  high  poetic  merits  of  its  diction  and  verse,  which 
place  it  on  a  level  with  the  finest  creations  of  his  genius, 
while  no  other  of  his  plays  in  the  form  in  which  we  possess 
it  is  so  sustained  and  (if  I  may  use  the  expression)  so  equal  to 
itself,  Edward  f I  marks  a  distinct  progress  in  the  develope- 
ment  of  an  entire  species  of  our  dramatic  literature.  If,  as 
is  probable,  Marlowe's  play  was  preceded  in  date  of  per- 
formance by  VeeXe's  Famous  Chronicle  History  of  Edward  F, 
which  was  printed  in  1593,  it  must  be  acknowledged  that 
a  considerable  advance  had  here  already  been  effected  in  the 
direction  of  freeing  the  historical  drama  from  the  relation 
<rf  absolute  d^>cndence  and  complete  subserviency  in  which 
it  had  hitherto  stood  towards  the  chronicles.  Even  so,  how- 
ever, the  process  of  self-emancipation  was  carried  further  by 
Marlowe,  and  by  the  authors  of  the  two  old  plays  from  which 
the  Second  and  Third  Parts  of  Henry  VI  were  elaborated, 
and  of  that  now  called  The  First  Part  of  Henry  VI.  The 
question  as  to  the  authorship  of  The  First  Part  of  the  Conten- 
tion betwixt  the  two  famous  Houses  of  York  and  Lancaster^ 
of  TIk  True  Tragedie  of  Richard  Duke  of  York,  of  the  two 
Parts  of  Henry  VI  founded  upon  them,  and  of  The  First 
Part  of  Henry  VI,  will  be  most  conveniently  discussed  in 
a  later  passage  of  this  volume,  where  it  is  desirable  to  avoid 
unnecessary  repetitions ;  but  whatever  may  have  been  the 
share  of  Marlowe  in  the  composition  of  these  works,  the 
similanty  between  a  number  of  passages  in  Henry  VI,  more 
especially  in  Parts  II  and  ///  of  the  trilogy  as  it  is  now 
printed,  and  a  corresponding  series  in  Edward  II  must  be 
noted  at  once.  Ulnci,  who  rejected  the  hypothesis  of 
Marlowe's  authorship  of  The  Contention  and  The  True 
Tragedie,  was  content  to  assume  that  in  his  Edward  I!  he 
freely  borrowed  from  the  plays  in  question.  But  there  can 
be  no  doubt  that  this  solution  at  least  may  be  unhesitatingly 
rejected.     It  assumes  the  priority  in  date  of  production  of 

This  eariier  edition  wsnts  a.  scene  occuTTing  in  that  of  1598  ;  but  tbe  other 
differences  between  the  two  editions  are  merely  matters  of  spelling  or 
BtBge-direcling.  See  Tlu  Examuur,  November  35,  1B76. — Recent  Beparat« 
editions  of£i/wan///sTe  those  (tf  the  late  Dr.  W.  Wagner  (Hamburg,  1671); 
ofHr.  Fleay  (London  and  Glasgow,  1877),  and  of  Hr.  O.  W.  Tancock  (Oxford, 
)B87);andlBeeuiaauncedyetaiu>therb;ProfeMi>rE.T.  H'UugfalinofYtJe. 
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the  two  plays  of  disputed  authorship,  although  they  un- 
mistakeably  represent  in  some  respects,  more  especially  in 
the  treatment  of  the  humorous  element,  an  advance  which 
had  not  been  reached  in  Edward  II.  And  it  contradicts  the 
ordinary  practice  of  a  dramatic  poet  who  cannot  in  any  of 
his  acknowledged  works  be  convicted  of  having  borrowed 
from  his  fellows,  while  he  certainly  on  occasion  repeats 
phrases  or  similes  of  his  own.  Whatever  conclusion  may 
be  formed  as  to  the  authorship  of  the  other  plays  referred 
to,  the  originality  of  the  vexed  passages  in  Edward  II  is 
practically  beyond  cavil  ^. 

Marlowe  based  his  tragedy,  so  far  as  can  be  ascertained, 
upon  no  single  chronicle  or  annalistic  history,  although  he 
seems  to  have  made  special  use  of  the  narrative  of  Sir 
Thomas  de  la  Moor,  which  was  probably  written  in  the 
reign  of  Edward  III  and  shows  much  sympathy  for  his 
unfortunate  father '.  He  had,  however,  before  him  Robert 
Fabyan's  Ckronicle  or  Concordanee  of  Histories,  written 
some  time  within  the  years  1 485  to  1 490,  in  which,  according 
to  the  author's  fashion,  was  inserted  a  verse  Complaint  of 
Edward  II  (translated  from  a  Latin  poem,  probably  by 

*  Ulrid,  Shairsfitarw's  DraHtatic  Art,  &c,,  pp.  69  atqq. — Tlie  list  of  parallel 
puujfei  cited  by  Dyce  in  his  JntroAuHon  ho*  been  enlarged  by  FIo^,  in 
the  IttiroduMm  to  hia  edition,  pp.  15  w^.,  where  he  fiirther  add*  (wbat 
does  Bat  immediately  concern  us  here)  a  number  of  instaoces  of  uses  of 
words  peculiar  to  Edttarti  II  and  Htnry  VI,  and  not  occurring  in  toy  other 
play  attributed  to  Shakspere  except,  in  ooe  or  two  instances,  in  Tin  TtmuHg 
of  Uu  Skrtm  and  TilMS  AndrtmUta. — One  of  the  mnst  TEmarkablo  of  the 
parallel  passages  had  already  been  pointed  out  by  Halli  well- Phillip* ;  see  (Old) 
Sliviapiart  Soeitfy'i  Pafim,  vol.  i.  pp.  5-7. — The  indebtedness  of  Shakspere, 
11  plays  of  which  his  sole  authorship  is  undisputed,  has  already  been  abun- 


And  bring  in  cloudy  night  Immediately,' 
can  hardly  have  been  suggested  by  that  En  Edwani  II,  act  iv.  Be  3 : 
'Gallop,  apace,  bright  Phtsbus,  through  the  sky. 
And  duaky  night  in  rusty  iron  car,'  Ac. 
(where,  by  the  way,  both  Cunningham  and  Wagner  print  the  epithet  of 
night  as  'dus^').    Other  remiaiacences  of  EJaard  H  in  Shakspere  arc 
pointed  out  by  Hr.  Bnllen  in  hii  edition. 

'  See  Pauli,  GtichidUi  nm  England,  voL  iv.  p.  791.  Sir  Thomas  de  la 
Hoor,  who  was  an  eyewitness  of  Edward  II's  resignation,  appears  to  have 
been  Marlowe's  authority  for  the  stoty  of  the  oracularly  ambiguous 
'  fiAraraiiM  otadin  hoUU  iitturt  bonnm  tsl.'    See  ib.  p.  303. 
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William  of  Worcester),  in  which  the  unhappy  king,  after 
the  fashion  of  the  personages  in  Boccaccio's  Falls  of  lUtis- 
trious  Men,  followed  by  the  authors  of  The  Mirror  for 
Magistrates,  recites  his  own  misfortunes.  (Other  early 
poems  on  the  same  subject  were  extant ;  in  one  of  them  ^ 
the  corruption  of  the  law-coiuts  is  attacked  tt^ether  with 
the  morals  of  the  cler^ ;  the  Chancellor  of  the  time  was 
the  Robert  de  Baldock  who  plays  a  part  in  Marlowe's 
tragedy.)  But  the  worthy  Fabyan,  whose  work  in  general 
has  the  stiffness  and  steadiness  of  the  municipal  dignity  he 
held,  cannot  be  shown  to  have  been  directly  used  by  Marlowe 
even  for  the  main  conduct  of  his  action,  which  owes  more  to 
Stow's  Annals  and  Holinshed's  Chronicles,  although  neither 
of  these  was  its  exclusive  source  *.  In  fact,  neither  in  the  last 
act,  of  which  the  actual  source  has  not  been  ascertained, 
nor  in  the  preceding  part  of  the  play,  has  Marlowe  slavishly 
followed  uiy  authorities  known  to  us ;  nor  was  he  so  un- 
conscious as  has  been  sometimes  thought  of  the  necessity  of 
ass^ing  dramatic  motives — causes,  that  is  to  say,  by  which 
the  dramatist  in  the  course  of  the  action  itself  explains  its 
successive  incidents,  and  the  part  taken  in  them  by  his 
personages,  to  the  spectator.  Thus,  the  idea  of  the  passage 
in  act  i.  sc.  4,  where,  in  order  to  gratify  Queen  Isabel, 
Young  Mortimer  consents  to  bring  about  the  return  of  his 
enemy  Gaveston,  seems  to  be  Marlowe's  own  invention — 
a  felicitous  one,  since  it  accounts  at  the  same  time  for 
Gaveston's  return  and  for  the  growth  of  the  Queen's  guilty 
passion  for  Mortimer.  This  is  a  well-devised  addition  ; 
elsewhere  compression  is  not  less  successfully  applied. 
Altc^ether,  the  subject  must  be  allowed  to  have  been 
as  skilfully  treated  as  it  was  fortunately  chosen  '. 

'  In  Peterhouse  Librarr,  Cambridge ;  and  edited  by  the  late  Archdeacon 
Hardwick  for  the  Percy  Society  (/'xAUMAbiu,  voL  xxviif).  It  may  be 
regarded   as   in   some  sense  a  precursor  of  the   VieiOH  tOHerrmng  /Vm 

*  See  the  extracts  from  Fabyan,  Stow  and  Holinafaed,  ap.  Fleay,  pp. 
iS-44. — I  have  not  verified  Che  statement  of  another  writer,  that  one 
passage  of  Marlowe's  play  is  directly  based  on  Capgtave — I  presume  on 
his  Chroiiidi. 

*  To  the  impressiOD  created  by  Marlowe's  E4mard  11  may  perhaps  be 
traceable  the  passage  in  Peele's  Ord4r  of  Iki  Gartir  ( 1593)1  referring  to 
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The  dramatic  merits,  then,  as  well  as  the  poetic  beauties  of 
Edward  II  are  extremely  great.  The  construction  of  the  play 
is  upon  the  whole  very  clear,  infinitely  superior  e.g.  to  that  of 
Peele's  Edward  I.  The  two  divisions  into  which  the  re^n 
ofSdward  II  naturally  falls,  viz.  the  period  of  the  ascendancy 
of  Gaveston  and  that  of  the  ascendancy  of  the  Speosers,  are 
skilfully  interwoven ;  and  after  the  catastrophe  of  the  fourth 
act  (the  victory  of  the  King's  adversaries  and  his  capture) 
the  interest  in  an  issue  that  can  no  longer  be  regarded  as 
uncertain,  viz.  the  ultimate  fate  of  the  King,  is  most  power- 
fully sustained.  The  characters  too  are  mostly  well  drawn ; 
there  is  no  ignobility  about  the  King,  whose  passionate  love 
for  his  favourites  is  itself  traced  to  a  generous  motive  ^ ;  he 
is  not  without  courage  and  spirit  in  the  face  of  danger ;  but 
his  weakness  is  his  doom.  Misfortune  utterly  breaks  him ; 
and  never  have  the  '  drowsiness  of  woe '  (to  use  Charles 
Lamb's  expression),  and,  after  a  last  struggle  between  pride 
and  necessity,  the  lingerii^  expectation  of  a  certain  doom, 
been  painted  with  more  tragic  power.  The  scene  in  act  iv, 
where  the  King  seeks  refuge  with  the  monks  of  Neath 
Abbey,  possesses  singular  pathos ;  but  it  is  perhaps  even 
more  remarkable  how  in  the  last  scene  of  all  the  unutterable 
horror  of  the  situation  is  depicted  without  arousing  the  sense 
of  the  loathsome ;  and  how  pity  and  terror  are  mingled 
in  a  d^ree  to  which  Shakspere  himself  only  on  occasion 
attains '.  For  the  combined  power  and  delicacy  of  treat- 
ment, the  murder  of  Edward  II  may  be  compared  to  the 
murder  of  Desdemona  in  Othello ;  for  the  fearful  suspense  in 
which  the  spectator  is  kept,  I  know  no  parallel  except  that 

Edward's  '  tragic  ciy.'  I  think  that  allusions  to  Marlowe's  play  are  also 
recognisable  in  the  brief  Hisloty  (^  Edaard  II  by  the  fiist  Lord  Falkland, 
not  printed  till  long  after  its  author's  death  (16331  '"  i^So,  apparently  with 
the  design  of  injuring  the  Government,  and  containing  some  very  Judicious 
reOezions on  Edward  II's  downfall.  Gaveston  is  here  spoken  of  as  'the 
Ganymede  of  the  King's  affections,'  and  the  image  of  a  fallen  cedar  is 
applied  to  the  dismissed  bvourite,  perhaps  in  loose  remembrance  of  the 
passage  in  act  ii.  sc.  a. 

'  '  K.  Jf.   Why  should  you  love  him  whom  the  worid  hates  so  I 
Edm.  Because  he  loves  tne  luore  than  all  the  world.' 

*  'The  death-scene  of  Uariowe's  King  moves  pity  and  terror  beyond 
any  scene,  ancient  or  modem,  with  which  I  am  acquainted,' — Chartta 
Lamb. 
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which  precedes  the  catastrophe  of  Aeschylus'  Agamemnon. 
But  even  here  the  effort  is  inferior,  since  in  the  Greek  play 
the  suspense  and  the  apprehension  of  its  inevitable  ter- 
minatton  are  not  imposed  upon  the  spectator  in  the  presence 
of  the  sufferer  on  the  stage.  On  the  other  characters  I  will 
not  dwell ;  but  they  are  not  mere  figures  from  the  Chronicle. 
It  may  be  worth  while  to  note  the  skill  with  which  the 
character  of  young  Edward  (afterwards  Edward  III)  is 
drawn,  and  how  our  good-will  is  preserved  for  him,  even 
though  his  name  is  put  forward  by  his  father's  enemies,  till 
in  the  closing  scene  he  proves  himself  every  inch  a  King. 
Gaveston's  insolence  is  admirably  reproduced;  he  is  a 
Frenchman,  full  of  brightness  and  resource',  and  preserves 
an  air  of  lightheartedness  to  the  last,  when  he  expresses 
his  indifference  as  to  the  precise  manner  of  his  death : 
'  1  thank  you  all,  my  lords :  then  I  perceive 

That  heading's  one,  and  hanging  is  the  other, 

And  death  is  allV 

The  imperious  haughtiness  of  Young  Mortimer — a  Hotspur 
in  germ — is  equally  well  depicted ;  in  the  character  of  the 
Queen  alone  I  miss  any  indication  of  the  transition  from  her 
faithful  but  despairing  attachment  to  the  King  to  a  guilty 
love  for  Mortimer.  The  dignity  of  the  tragedy  remains  un- 
marred  by  any  comic  scenes, — which  is  well,  for  humour  was 
not  Marlowe's  strong  point ;  but  there  is  some  wit  in  the 
sketch  of  Baldock  as  an  unscrupulous  upstart, — albeit  of 
University  'culture' ' — who  fawns  upon  the  great,  and  gains 

'  See,  in  the  opening  scene,  his  brilliant  frogrtmimt  of  the  system  by 
means  of  which  be  will  sustain  himscir  as  a  favourite.  The  courts  of 
Elisabeth  and  Henry  til  seem  to  revive  in  this  luxurious  passage. 

'  Unlike  both  '  the  Spanish  malerictor  who  claimed  the  privilege  of 
a  Roman,'  and  was  accordingly  '  executed  by  the  command  of  Galba  on  a 
fairer  and  more  lofty  cross'  (Gibbon,  xliv),  and  the  nobleman  who  requested 
George  III  lo  allow  him  to  be  banged  in  a  gilt  chain,  the  sovereign  how- 
ever replying  that  it  should  be  done  in  '  the  usual  way.'  In  the  play  of 
SirJakH  Oldcasili  there  is  an  Irishman  who  insists  upon  being  hanged  in 
the  Irish  way.  Ulrici  oddly  censures  this  speech  of  Gaveston's  as  '  the 
answer  of  a  condemned  robber  or  murderer,  but  not  of  the  favourite,  however 
unworthy,  of  a  king.' 

'  He  presents  himself  to  the  King,  act  ii.  sc,  a,  with  typical  humbleness ; 
'  My  name  is  Baldock,  and  my  gentiy 
I  fetch  from  Oxford,  not  from  heraldry.' 
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influence  by  means  of  his  ability  to  find  for  everything 
reasons,  or,  as  his  interlocutor  terms  them,  Quandoguidems. 

The  play  is  written  in  blank  verse,  of  a  flowing  as  well 
as  v^orous  description  ;  rimes  only  occasionally  occur,  and 
there  is  no  prose.  Marlowe's  love  of  classical  allusions  is 
as  active  as  ever,  and  suggests  passages  of  singular  charm — 
in  the  present  instance  harmonising  with  the  general  treat- 
ment of  the  subject,  although  we  maybe  rather  overwhelmed 
by  meeting,  besides  Leander  and  Ganymede,  who  from  dif- 
ferent reasons  were  naturally  in  the  poet's  mind,  with  Circe, 
the  Cyclops,  Proteus,  Danae,  Helen,  Atlas,  Pluto,  Charon, 
and  Tisiphone,  as  well  as  with  Catiline  and  other  historical 
parallels.  Seneca  and  Pliny's  Natural  History  are  cited ; 
it  is,  in  short,  as  if  the  poet  had  poured  all  the  resources 
of  his  training  as  well  as  of  his  genius  into  the  cup. 

In  conclusion,  there  seems  no  necessity  for  dwelling  on  the  Edaard 
obvious  resemblance  between  this  tragedy  and  Shakspere's  ^^^^jj 
Richard  fl,  except  in  so  far  as  to  surest  the  narrowness  of 
the  limits  to  which  this  resemblance,  after  all,  reduces  itself 
Charles  Lamb  observes  that  the  '  reluctant  pangs  of 
abdicating  royalty  in  Edward  furnished  hints  which  Shak- 
spere  scarcely  improved  in  his  Richard  II';  and  if  this 
observation  be  taken  cum  grano,  it  must  be  allowed  to 
furnish  a  suflicient  summary  of  the  relation  between  the 
two  tragedies.  We  may,  however,  remember  that  while 
Marlowe's  play  covers  nearly  the  whole  reign  of  Edward  II, 
Shakspere  treats  of  little  more  than  the  last  two  years  of 
Richard  1 1.  But  although  Shakspere  is  thus  far  less  tied  down 
by  the  mere  historical  facts  than  Marlowe,  he  cannot  be  said 
in  thb  instance  to  have  drawn  his  characters  with  greater 
fullness  and  detail  than  his  predecessor ;  it  is  rather  in  the 
elaboration  of  sentiment  and  reflexion  that  he  has  allowed 
himself  ampler  latitude  in  this,  the  most  eloquent  of  all  his 
tragedies.     On  the  other  hand,  Marlowe's  subject  was  in 

When  ■  lonely  fugitive  in  act  iv.  sc.  6,  the  kinf  thus  addiessea  Baldock : 
■Come,  Baldock,  come,  sit  down  by  me. 
Hake  trial  now  of  that  philosophy, 
That  in  our  famous  aurseries  of  arts 
Thou  suck'dat  from  Plato  and  from  Aristotle.' ' 
VOL.  I.  A  a 
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some  respects  the  more  promising;  for  the  favourites  of 
Edward  II,  or  at  all  eveots  Pierce  Gaveston,  have  a  distinct 
individuality,  such  as  cannot  be  ascribed  to  Green,  Busby, 
and  Bagot.  Again,  while  Marlowe  was  under  no  necessity 
of  reconciling  with  other  considerations  the  rebellious  arro- 
gance of  Young  Mortimer,  Shakspere  was  obl^^  to  deal 
tenderly  with  his  rebel- in -chief  and  usurper,  Bolingbroke, 
as  the  progenitor  of  the  Lancaster  and  Tudor  sovereigpis. 
Thus  hb  play  is  more  elaborate, — as  e.  g.  in  the  striking 
death-bed  scene  of  John  of  Gaunt  and  in  the  prison  scenes 
of  the  King, — but  can  hardly  be  termed  more  effective  than 
Marlowe's ;  and  with  regard  to  the  essential  point  in  the 
comparison,  viz.  the  character  and  conduct  of  the  two  kings, 
it  is  not  easy  to  decide  which  of  the  two  poets  has  the 
advantage.  Shakspere's  Richard  is  certainly  more  of  a 
piece  than  Marlowe's  Edward, — more  fundamentally  and 
persistently  a  man  prone  to  hopeless  lapses  into  desultory 
self-comment  and  futile  meditation,  and  therefore  more  mani- 
festly unfit  for  action.  But,  then,  Shakspere's  unavowed 
but  unmistakeable  purpose  was  to  represent  Richard's  down- 
fall as  a  more  or  less  inevitable  result  of  the  defects  of 
character  in  the  King  himself;  whereas  in  Marlowe's  case 
it  was  permissible  for  the  tragic  poet  to  assert  his  pre- 
rogative right,  and  to  exhibit  in  Edward's  doom  a  calamity 
terrible  and  pitiful  enough  to  redeem  the  blind  folly  of  his 
past.  In  the  closing  scenes,  Marlowe,  without  ever  approach- 
ing the  grandeur  and  abundance  of  the  associations  con- 
centrated by  Shakspere  upon  the  situation  and  its  central 
figure,  compels  the  emotions  of  horror  and  compassion  with 
far  more  potent  directness;  and  the  death  of  the  victim, 
which  in  Shakspere  is  swiftly  consummated,  in  Marlowe 
seems  gradually  to  stifle  and  .stamp  down  our  sobs  with 
those  of  the  expiring  King.  I  know  of  no  second  scene  like 
this  in  tragedy. 

Of  the  Massacre  at  Paris  it  is  unnecessary  to  say  much. 
It  appears  to  have  been  produced  as  a  new  play  in  January, 
1593  i  but  the  one  printed  eai;ly  edition,  which  bears  no 
date,  is  not  merely  corrupt,  buli  defective  in  a  measure  of 
which  we  are  fortunately  enabled  to  form  an  estimate  by 
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the  evideoce  of  a  particular  truncated  passage  ^.  Few  critics, 
however,  will  be  found  to  deny  that,  after  making  every 
allowance  for  the  condition  in  which  it  has  come  down  to 
us,  this  must  be  pronounced  to  be  among  Marlowe's  dramas 
the  least  worthy  of  his  genius.  Its  chief  interest  for  us  may 
be  said  to  consist  in  considerations  of  historical  rather 
than  literary  interest.  It  certainly  shows  what  an  English 
Frotestant  of  Marlowe's  fervid  type  thought — even  when 
the  lapse  of  ten  years  or  so  had  cooled  down  the  first  gloss 
of  indignant  wrath  excited  by  the  event — of  the  Massacre, 
its  authors  and  abettors,  and  the  principal  personages  of 
French  and  European  political  life  whom  it  concerned  ;  or, 
at  least,  it  shows  what  view  on  these  matters  he  thought 
would  be  acceptable  to  an  English  popular  audience^. 
Sober  historians  may  form  a  more  considerate  or  composite 
judgment  of  Catherine  de'  Medici  than  that  presented  by 
Marlowe ;  on  the  other  hand  they  may  be  slower  in  display- 
ing sympathy  with  the  fate  of  Henry  III,  perhaps  the  most 
wretched  member  of  a  wretched  brood,  but,  it  must  not  be 
forgotten,  a  prince  who  at  one  time  had  been  Queen  Elisa- 
beth's suitor.  Marlowe  accordingly  makes  him  send  his 
dying  salutations  to  England's  Queen ;  and  King  Henry's 
death,  it  will  be  remembered,  had  happened  as  late  as  ijiJQ, 
and  was  therefore  still  fresh  in  the  remembrance  of  men. 
There  is  no  disputing  the  dramatic  capabilities  of  the  theme, 
which  were  fully  rec<^ised  by  Elisabethan  and  later  play- 
wrights ".    Marlowe's  argument,  had  opportunity  or  patience 

*  S«e  Collier,  iii.  510-9,  wbere  it  is  shown  that  three- fourths  ofa  veise 
tirade,  besides  much  of  a  prose  speech,  recovered  ia  HS.,  have  been  omitted 
in  the  print.  The  HS.  turns  '  Hugeron,'  the  name  of  one  of  the  characters, 
into  the  familiar  'Uinion';  but  'Hugeron'  seems  to  be  a  corruption  of 
■  Haugiron,'  whom  the  dramatist  confiised  with  Saint-Hrigrim,  another  of 
the  king's  minions. 

*  It  would  of  course  be  diametrically  opposite  to  that  favoured  at  Madrid, 
where  the  Massacre  was,  by  command  of  King  Philip  II,  celebrated  by  the 
performance  of  a  festival  play  called  Tin  Triumph  of  FaOk.  (K.  Hase, 
Mitadt  Plays  and  Saertd  Dramas  (EngL  Tr.),  p.  60.) 

■  Webster's  (non-extant)  pUy  of  Tin  Guist  is  held  by  Collier  (ii.  489)  to  be 
identical  with  that  mentioned  elsewhere  u  T/u  Mataier  of  FroMct.  A  Ihtht 
ofGuiat  was  entered  on  the  Stationers'  books  in  1653  in  the  name  of  Heniy 
Shirley  ;  and  in  the  Restoration  age  Lee  contributed  to  the  political  play  of 
Tit  Dutt  of  Guist  i^ieSa)  by  Drydeo  and  bimself  some  scenes  and  passages  of 
an  earlier  unfinished  play  by  himself  on  the  Massacre. — In  U.  J.  de  Chdoier's 
A  a  3 
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been  given  to  him  for  working  it  out  with  care,  might  have 
proved  productive  of  a  very  powerful  effect,  resembling  in  its 
developement  that  of  an  Aeschylean  trilogy.  For  it  should 
be  observed  that  the  consequences  of  the  Massacre,  rather 
than  the  Massacre  itself  (which  occupies  the  first  act,  and 
is  thus  merely  the  starting-point  of  the  play),  constitute  the 
real  subject  of  the  action.  Its  central  figure  is  the  Guise, 
with  the  queen-mother  in  the  background.  Marlowe,  who 
loved  to  paint  black  in  black,  was  unlikely  to  fore^  the 
opportunity  of  presenting  on  the  English  stage  a  monster 
of  the  deepest  hue.  From  the  b^inning,  where  Guise  pro- 
cures from  an  '  apothecary '  a  pair  of  perfumed  gloves,  with 
which  to  poison  the  old  Queen  of  Navarre,  down  to  his 
dying  exclamation, 

'VH/t  la  Must!  perish  Huguenots! 
Thus  Caesar  did  go  forth,  and  thus  he  dies ' — 

there  is  no  redeeming  feature  about  him ;  indeed,  in  one 
passage  ('  Religion  I  O  Diabole'  &c.)  it  is  suggested  that  he 
is  a  hypocrite  as  well  as  a  fanatic.  But,  though  there  is 
force,  and  in  one  instance'  imaginative  afflatus,  in  Guise's 
speeches,  Marlowe  again  fails  in  motivation  of  character ; 
and  fails  to  account  psychologically,  as  Shakspere  in 
Richard  III  at  least  soi^ht  to  do,  for  the  deadly  determi- 
nation of  his  hero.  Even  as  conceived  by  the  author,  the 
hurried  succession  of  scenes  could  have  left  no  room  for 
any  such  attempt  in  this  breathless  play  *. 
DidoQutm  In  The  Tr<^edy  of  Dido  Queen  of  Carthage  (printed 
^"^y  1594),  Marlowe  was  assisted,  or  his  unfinished  work  was 
completed,  by  Thomas  Nashe,  with  whom  he  was  on 
friendly  terms  in  the  latter  part  of  his  career.  I  am  in- 
clined to  think  that  so  far  as  Dido  was  written  by  Marlowe, 
it  must  be  r^arded  as  a  juvenile  work,  very   probably 

tragedy  of  CkarUa  IX,  ow  L'AeoU  da  Roa  (17B9),  Talma  achieved  hb  firat 
p«at  succesa.  A  noUble  agitation  was  caused  by  the  withdrawal  of  this 
play  from  the  stage  of  the  Comedic  Franfaise. — In  1878  wai  published 
yxrathumouBly}  ChaHei  de  R^musat's  dnnta,  Saait-Barihiltmy, 
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composed  before  he  left  Cambridge '.  On  the  other  hand, 
in  the  absence  of  any  proof  that  Marlowe  and  Nashe  were  in 
co-operation  at  so  early  a  date,  or  that  this  play  wa^  ever 
acted  in  the  lifetime  of  the  former,  it  seems  most  likely 
that  this  unfinished  juvenile  work  was  completed  by  Nashe 
not  long  before  its  publication,  which  may  itself  in  all 
probability  be  attributed  to  the  interest  excited  by  Mar- 
lowe's death  in  the  previous  year.  While  the  play  rarely, 
if  at  all,  rises  to  the  passionate  force  which  is  so  character- 
istic of  his  tragic  genius  in  the  brief  period  of  its  maturity, 
and  although  we  are  only  now  and  then  in  its  course 
thrilled  by  an  exquisite  epithet  or  an  inimitable  cadence, 
the  work  must  be  allowed  to  show  no  s^ns  of  incom- 
pleteness, and  few  of  what  can  properly  be  called  uneven- 
ness.  It  is  a  very  charming  version  of  the  oft-told  tale  of 
Dido's  unhappy  passion  for  Aeneas,  which  follows  Vei^il 
with  remarkable  fidelity,  even  quoting,  in  salient  passages, 
lines  from  him  in  the  original  Latin.  But  so  infinite  are 
the  opportunities  in  this  immortal  story  for  the  depiction 
of  strong  human  emotions,  that  the  two  Englbh  writers 
could,  without  going  much  out  of  their  way  to  elaborate 
or  vary  the  details  of  their  subject,  treat  it  anew  in 
a  dramatic  poem  which  it  is  impossible  to  read  without 
sympathetic  interest.  In  all  that  concerns  the  relations 
between  the  characters,  the  construction  of  this  tragedy  is 
neat  and  firm.  Anna  loves  larbas,  and  larbas  Dido;  Dido 
loves  Aeneas ;  Aeneas  loves  glory,  or,  it  would  be  more 
correct  to  say,  bis  duty  to  his  destiny,  better  than  he  loves 

'  Hr.  Fleay,  English  Drama,  ii.  147,  suggests  that  Harlowe  and  Nashe's 
tragedy  was  possibly  Toundcd  dd  the  Lstin  Dido  by  Edward  Halliwell 
(whose  namesake  id  the  Diclioiuiry  however  supposes  it  to  have  been  by 
John  Rightwisc),  which  was  acted  before  Queen  Elisabeth  at  King's 
College,  Cambridge,  in  15641  and  that  their  production  was  intended  in 
rivalry  to  William  Gager's  DiJo,  presented  in  magnificent  style  in  the  hall  of 
Christ  Church,  Oxford,  in  1583,  before  the  Poli!.h  Prince  Palatine,  Albcrtus 
de  Alasco.— Besides  an  unprinledZM^DfubyAlessandro  de'  Pazzi,  a  nephew 
of  Pope  Leo  X,  there  were  two  early  Italian  tragedies  on  the  subject,  by 
Giraldi  Ciotio  (Klein,  v.  350)  and  by  Ludovico  Dolce  (i£.  pp.  399  stqq.^. 
Jodelle's  Didon  w  aiKiifiatU  was  written  by  1558  (it  is  printed  in  Atitan 
Thiain  Fnnfois,  voL  iv).  As  to  the  Elisa  Dido  of  Ciistoval  de  Vinies 
(printed  1579-15S1),  see  Ticknor,  ii.  65. — The  best-known  later  Di^  is 
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Dido.  The  intervention  of  the  gods  is  very  successfully, 
and  so  to  speak  naturally,  managed ;  Juno  and  Venus  only 
interfere  at  critical  moments ;  at  the  beginning  of  the  play 
a  sensuous  but  finely-written  scene  accounts  for  Juno's 
jealousy  of  Jupiter ;  and  near  the  close  Hermes  appears  as 
the  deus  ex  machind  to  cut  the  knot  of  a  difficulty  which 
admits  of  no  solution.  The  comic  character  of  the  Nurse, 
touched  like  her  betters  by  the  dart  of  Cupid,  whom  she  has 
unconsciously  been  tendii^  under  the  shape  of  Ascanius  S 
irresistibly  recalls  Shakspere's  more  elaborately  comic  Nurse 
in  Romeo  and  Juliet;  and  there  are  one  or  two  other 
passages  that  remind  us  of  Shakspere*.  It  is  impossible 
to  determine  how  much  of  this  tragedy  is  Marlowe's, 
although  it  is  tolerably  easy  to  lay  one's  finger  on  what 
must  be  Nashe's.  The  vein  of  tenderness,  although  un- 
doubtedly of  a  sensuous  cast,  which  runs  through  the  play 
(see  in  particular  the  moving  scene  in  the  cave)  is  that  of 
the  poet  of  Hero  and  Leander,  nor  is  there  any  female 
figure  in  the  rest  of  Marlowe's  tragedies  who  may  claim  to 
approach  so  nearly  to  the  heroine  of  that  lovely  poem  ^. 

The  question  as  to  Marlowe's  supposed  authorship  of  the 
two  old  plays  on  which  Parts  II  and  ///  of  Henry  VI 
were  founded,  and  of  those  Parts  themselves  as  containti^ 
passages  that  have  been  held  attributable  to  him,  but  are 
wanting   in    the    Contention    and    the    True  Tragedte   re- 

'  How  channiiig  is  her  description  of  the  orchard  and  garden  to  which 
she  thinks  she  is  luring  the  boy  away  I 

*  So  Dido's  gallery  of  rejected  suiton  (act  iii.  sc.  i)  recalls  Portia's 
enumeration.  Such  reviews  seem  to  have  been  popular;  perhaps  it  was 
usual  to  apply  tbem  to  Queen  Elisabeth  and  her  rejected  suitors,  and  the 
parallel  of  Dido  would  be  particularly  appropriate  to  the  Virgin  Queen. — 
With  all  deference  to  Mr.  Bullen,  1  cannot  persuade  myself  that  Shakspere 
in  HamUl,  act  iL  sc.  a,  '  burlesqued'  passages  in  the  narrative  of  Aeneas  in 
our  play  ^act  iL  sc.  ij^by  means  of  what  would  have  been  neither  a  parody 
nor  a  caricature,  but  merely  a  sort  of  rival  ver^on.  It  seems  more  likely 
that  he  had  some  other  play  in  his  mind— perhaps  (if  this  was  not  merely 
a  revision  of  Marlowe  and  Nashe's)  the  Dido  and  Atntas  mentioned  by 
Henslowe  in  1597.  Hamlefs  preliminary  praise,  which  could  not  be  applied 
except  in  irony  to  such  fustian  as  that  which  follows,  would  have  suited  out 
Dido  well  enough,  as  a  productiOD  which  would  not  have  'pleased  the 
nillion,'  and  which  would  have  been  '  cavaire  to  the  general.' — The  closing 
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spectively,  and,  finalty,  as  to  his  share,  if  any,  in  the  First 
Part  of  Henry  VI,  must  be  reserved  for  discussion  in  the 
next  chapter  of  this  book.  I  may  there  prove  unable  to 
summon  strength  enough  for  subscribii^  to  Mr.  Swinburne's 
conclusion  ^  that  '  it  is  nearly  as  certain  as  aajrthing  can 
be  which  depends  chiefly  upon  cumulative  and  collateral 
evidence,  that  the  better  part  of  what  is  best  in  the  serious 
scenes  of  Henry  VI  is  from  the  hand  of  Marlowe ' ;  but  I 
shall  not  lightly  set  my  judgment  against  the  consensus  of 
authority  which  attributes  to  Marlowe  a  large  share  in  the 
Second  or  Third  Part,  whether  in  their  earlier  or  later 
forms.  Of  other  plays  within  the  now  but  slightly  reve- 
renced Shaksperean  canon,  Titus  Andronicvs  has  with  some 
show  of  reason  been  attributed  to  Marlowe  K  The  evidence 
consists  in  resemblances  of  diction,  which  to  my  mind  are 
by  no  means  absolutely  convincing,  and  in  the  powerfulness 
of  both  the  conception  and  the  execution  of  the  character  of 
Aaron,  which  certainly  is  not  in  the  manner  of  any  known 
dramatist  of  Marlowe's  age  besides  himself.  The  supposition, 
on  the  other  hand,  that  he  was  the  author  of  the  old  Tamiftg 
of  a  Shrew,  remodelled  by  Shakspere,  rests  on  the  entirely 
fallacious  evidence  of  the  plagiarisms  from  Marlowe  which 
it  undoubtedly  contains ;  the  comic  humour  which  this  play 
possesses  in  a  singularly  marked  degree  was  beyond  all 
dispute  foreign  to  the  bent  of  Marlowe's  genius.  He  has 
been  similarly  supposed,  on  the  strength  of  one  or  two 
coincident  passages,  and  of  a  reference  in  the  ProU^ue  to 
Tamburlaine,  which  however  is  obviously  intended  to  imply 
the  author's  wish  to  supplant  the  Scythian  Shepherd's 
popularity  by  his  own  presentment  of  a  Christian  English- 
man,  to  have  written  the  Troublesome  Raigne  of  King  John, 
the  early  Chronicle  History  of  which  mention  has  already 
been  made  ".  In  a  different  connexion,  which  will  be  more 
suitably  brought  under  examination  in  my  chapter  on 
Shakspere,  Mr.  Fleay  holds  that  the  basis  of  the  play  of 

'  In  his  article  on  Marlowe  id  the  En^i^ndia  Brilaimiea,  already 
cited. 

*  See  Bullen,  InlroJiatien,  pp.  Ixxvi  uqq,  Hr.  Fleay,  for  whose  inge- 
Dions  coiqectures  as  to  the  histoi7  of  tbia  ^y  see  English  Drama,  ii.  399- 
300, '  fears  it  is  Marlowe's.'  '  AtOt,  p.  033. 
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Edward  III -913.5  supplied  by  Marlowe  toitsconjecturalauthor 
Shakspere^,  who  incurred  a  similar  debt  to  his  contem- 
porary in  the  case  of  the  tra.gedy  oi  RicAard  /I/\  Marlowe 
has  also  been  chained  with  the  authorship  of  Locrine  and 
oi Lusts  Dominion;  the  former  imputation  must  be  left  to 
destroy  itself;  the  latter  is  satisfactorily  refuted  by  the 
circumstance  that  the  King  Philip  who  dies  in  act  i.  is  Philip 
II  of  Spain,  whose  decease  took  place  five  years  after  Mar- 
lowe's own^  He  is  likewise  stated  to  have  'had  a  hand' 
in  the  Alarum  for  London,  or  Siege  of  Antwerp,  1^^  modem 
editor  of  which*  play  considers  that  Shakspere  may  have 
exercised  some  general  superintendence  over  its  composition, 
which  he  believes  to  have  been  the  work  of  Marston.  The 
lost  comedy  of  The  Maidens  Holiday  was  entered  on  the 
Stationers'  Registers  in  1654  as  by  Marlowe  and  Day. 
Finally,  Mr.  Fleay  *  has  suggested  as  the  obvious  interpre- 
tation c£  an  ill-natured  query  by  Gabriel  Harvey  in  the 
course  of  his  expectoration,  already  cited,  on  receiving  the 
news  of  Marlowe's  death,  that  he  was  the  author  of  a  tragedy 
called  The  True  History  of  George  Scanderbage — an  early 
version  of  a  theme  repeatedly  treated  in  later  days  on  the 
English  stage — which  was  entered  on  the  Stationers'  Regis- 
ters in  1601,  and  doubtless  performed  before  that  date. 

The  services  of  Marlowe  to  our  dramatic  literature  are  in 
the  main  twofold.  To  the  author  whose  example  gave  to 
blank  verse  its  not  indeed  unassailed,  but  in  point  of  fact 
unassailable   position  as  the  chosen  metre  of  the  English 

'  The  design  at  least  of  >  play  on  this  subject  may  well  have  been  preaeot 
to  the  mind  a(  the  aathor  of  the  last  act  of  Edward  II.    See  above,  p.  35a. 

'  See  section  v.  of  Mr.  Flea/s  Lift  of  Shaksptn,  entitled  Tht  Marioat 
Croup  of  Plays,  to  which  I  propose  to  recur.  He  observes,  p.  aSi : 
'  Ur.  Dyce  has  warned  us  against  attributing  too  many  plays  to  Ibe  short 
career  of  Harlowe,  but  he  d[d  not  consider  that  Harlowe  probably  wrote 
two  plays  a  year  froin  1587-1593,  and  that  we  have  at  present  only  seven 
acknowledged  as  his.' 

'  See  the  note  in  Dodsley's  OU  Pli^s,  vol.  ii.  p.  311.  Several  passages 
in  the  play  are  here  shown  to  be  founded  on  a  tract  descriptive  of  Philip's 
death,  published  in  London  in  1599.  Collier,  Henslowe'a  Diary,  p.  165  Hott, 
thinks  this  play  was  very  probably  identical  with  Th*  Spartish  Moor's 
Tragtdy,  for  which  payments  were  made  in  Febniaiy,  1600,  to  Dekker, 
Haugfaton  and  Day.  CC  Dekker'a  DrumaHc  Works,  vol.  i.,  iHtroduetioH, 
p.  zii.  noU.        '  The  late  Mr.  R.  Simpson.         *  Ertglisk  Drama,  iL  64-5. 
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drama,  that  drama  owed  an  inestimable  debt  The  experi-  Tht  tstab- 
ment  on  which  Surrey  had  ventured  nearly  half  a  century  Jj^"^'  ^ 
before  in  his  translation  of  the  Second  and  Fourth  Books  blank  Mr» 
of  the  Aeneid{i$^')),  had  a  few  years  later  been  applied  by  "^'^^ 
the  authors  of  Gorboduc  to  their  English  version,  intended  dramatic 
for  lettered  ears,  of  Seneca's  L-atin  tragedy.  But  though  """*■ 
attempts  had  hereupon  been  repeatedly  made  in  the  same 
metre  by  writers  for  the  popular  stage,  it  was  Marlowe  who 
first  vindicated  to  blank  verse  the  sovereignty  which  it  has 
since  retained  among  English  dramatic  metres,  tc^ether  with 
the  ascendancy  which  it  has  acquired  among  metres  em- 
ployed in  other  branches  of  English  poetic  composition. 
This  be  achieved  with  a  rapidity  and  completeness  to  which 
it  would  be  difficult,  if  not  impossible,  to  find  a  parallel  in 
literary  history.  Brief  as  was  his  career,  it  was  long 
enough  to  demonstrate  the  flexibility  as  well  as  the  force  of 
bis  chosen  metre,  and  to  establish  its  ascendancy  among  the 
whole  body  of  dramatists  contemporary  with  him '.  The 
English  drama  never  returned  to  rime,  except  in  a  transitory 
phase  of  its  history  which  must  be  regarded  as  a  conscious 
aberration  from  its  national  and  natural  course;  and  it 
soon  af^rwards  relinquished  an  endeavour  forced  upon  it  by 
extraneous  influences  lightly  adopted,  to  be  before  long  as 
lightly  cast  off,  by  the  foremost  of  the  English  writers  of  the 
age '.  But  Marlowe  established  the  commanding  position 
in  question,  not  only  for  blank  verse,  but  for  the  kind  of 
blank  verse  of  which  he  and  be  alone  was  the  originator. 
'  He  first,  and  he  alone,'  says  the  greatest  modern  master  of 
English  metre,  referring  to  Marlowe's  literary  achievements 
as  a  whole, '  guided  Shakspere  into  the  r^ht  way  of  work  ; 
his  music,  in  which  there  is  no  echo  of  any  man's  before 
him,  found  its  own  echo  in  the  more  prolonged  and  hardly 
more  exalted  harmony  of  Milton's.  .  .  .  Before  him  there 
was  neither  genuine  blank  verse  nor  a  genuine  tragedy  in 

*  or  course  there  were  at  first  oscillations,  such  u  that  referred  to  by 
Tbomas  Heywood  in  'ibe  Proiogm  loiia  R^al  King  and  Lcyal  Subjat  {160a): 

'(And  not  long  sioce)  there  was  a  time 
Strong  lines  were  not  looked  after ;  but  if  rinu, 
Oh  then  'twas  excellent ! ' 

*  See  below,  the  remaiics  on  Dryden's  views  and  practice  on  this  bead. 
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our  langu^e.  After  his  arrival  the  way  was  prepared,  the 
paths  were  made  straight,  for  Skakspere  '■*  To  the  force  and 
charm  of  Marlowe's  metre — so  entirely  had  it  become  part 
of  him  as  a  poet — the  wondrous  graces  of  his  diction,  aided 
by  the  resources  of  his  slender  but  select  classical  learning, 
were  subservient ;  his  often  wondrously  beautiful  similes 
themselves  are  but  so  many  jewels  ornamenting  the  royal 
robe  of  his  verse. 
T/uin-  But   Marlowe's  second  service  to   the   pr<^ress   of  our 

"°^  dramatic  literature,  adverted  to  in  the  above  quotation,  al- 
though it  mayperhaps  not  admit  of  being  stated  with  precision 
like  the  other,  was  of  even  more  commanding  importance. 
His  genius,  as  it  displays  itself  in  the  few  works  which,  on 
the  most  liberal  computation,  have  come  down  to  us  as  the 
undoubted  products  of  his  brief  career  as  a  dramatic  author, 
fails  to  satisfy  all  the  demands  of  his  art  In  dramatic 
construction,  although  by  no  means  unskilful  and  at  times 
s^nally  successful,  he  is  as  a  rule  careless ;  the  condition  in 
which  some  of  his  plays  have  come  down  to  us  must  however 
in  some  degree  be  taken  into  account  in  this  particular 
censure.  It  is  but  rarely  that  he  applies  himself  to  the 
gradual  unfolding  of  character;  even  in  the  yezv  0/ Malta 
his  patience  proves  unequal  to  carrying  out  an  admirable  con- 
ception. It  is  not  just  to  say  of  the  author  of  Edward  II — 
or  on  a  lower  plane  of  the  joint  author  of  i?*rfo— that  he  never 
draws  a  picture  of  any  dramatic  conflicts  save  those  between 
human  impatience  of  all  control  and  of  all  limits,  and  that 
necessity  of  control  and  limits  which  the  conditions  of  human 
life  impose.  It  is  not  just  to  deny  that  he  is  capable  of  moving 
the  springs  of  pity  as  well  as  those  of  terror,  or  that  he  can 
paint  other  and  gentler  passions  besides  those  of  boundless 
ambition,  hunger  for  knowledge  of  all  things  and  power  over 
all  things,  insatiable  greed  of  gold,  and  cruelty  that  hardens 
its  heart  against  God  and  man.  But  during  his  brief  labours 
he  had  not  compassed  the  art  of  showing,  except  now  and 
then,  or  as  it  were  incidentajly,  how  other  human  motives  of 
action  co-operate  and  mingle  their  influence  with  those  on 
which  his  ardent  spirit  loved  to  dwell ;  while  of  the  divine  gift 
*  Swinbume,  M.J. 
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of  humour  which  lies  so  close  to  that  of  pathos,  of  which  he 
was  not  devoid,  he  exhibits  at  the  most  only  occasional  signs. 
The  element  in  which  as  a  poet  he  lived  was  passion ;  and  it 
was  he  who  first  inspired  with  true  poetic  ]>assion  the  form  of 
literature  to  which  his  chief  efforts  were  consecrated.  For 
with  few  and  &int  exceptions  this  element  had  hitherto  been 
strange  to  English  tragedy,  and  where  our  tragic  drama 
seemed  to  have  been  touched  by  the  divine  lire,  this  was 
only  borrowed  heat  from  Seneca  or  some  of  the  Italians. 
After  Marlowe  had  written,  the  days  of  cold  horrors  and 
soulless  declaration  had  alike  been  left  behind ;  the  stage 
was  peopled  with  living  men  and  women,  full  of  hatred  and 
love,  of  desire  and  remorse,  of  aspiration  and  despair,  whose 
language  was  the  confession  of  their  souls.  '  His  raptures 
were  all  ayre  and  fire ' ;  and  it  is  this  gift  of  passion,  which 
filled  our  drama  fiill  of  it,  even  to  the  brim,  that  in  intimate 
conjunction  with  his  services  to  the  outward  form  of  the 
drama,  whereby  it  was  first  enabled  to  find  beautiful 
expression  for  beautiful  things,  places  Marlowe  at  the  head 
of  Shakspere's  predecessors  and  proclaim  him  the  earliest 
of  our  great  English  dramatists. 

George  Peele^,  who  was  born  about  1558,  a  few  years   Giirgi 
before  Marlowe,  and  outlived  him  by  a  rather  shorter  space  (155B  c- 
of  time,  occupies  a  lower,  but  still  very  important  position,  "597  c)- 
among  our  Elisabethan  dramatists.     The  family  from  which 
he  sprang  is  supposed  to  have  been  of  Devonshire  origin, 
but  his   father  was  clerk  of  Christ's  Hospital  in  London, 
where  George  Peele  received  his  early  education.  At  Oxford, 
where  he  was  successively  a  member  of  Broadgates  Hall 
(now  Pembroke  College)  and  Christ  Church,  he  took  the 
usual  d^rees,  and  is  said  to  have  been  noted  for  his  poetical 
productions.    These  included,  besides  perhaps  his  Tale  of 

'  Th*  Dramalic  Works  of  Gtorgt  PttU,  aOk  L^,  by  A.  Dyce.  3  vols., 
1E39-1839.  Thi  Drumalit  Woria  of  Jt.  Grwnu  and  G.  PnU,  by  the  ume 
editor,  iSfii.  Thi  tVoris  of  PaU,  edited  by  A.  H.  Bullen,  a  vols.,  1695.— 
Laemmertiirt,  Gtorg  Putt,  UnUnMAungm  Mtr  am  Ltbnt  und  sn'm  IVtrkt, 
Rostock,  18S3.  For  ea  complete  a  list  of  Peele's  writinga  u  it  was  io  iny 
power  to  compile,  see  my  article  on  him  in  vol.  xliv.  of  the  Didioiiaty  of 
National  Biographf,  1B95. 
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Troy,  a  version  of  one  of  the  Iphigenias  of  Euripides,  which 
was  performed  in  Christ  Church  hall.  The  governors  of 
Christ's  Hospital,  to  whose  bounty  he  had  been  indebted, 
having  seen  reason  to  turn  the  young  Master  of  Arts  out  of 
their  precincts,  he  became  dependent  on  his  wits,  and  though 
he  chiefly  lived  in  London,  found  his  way  back,  at  least  oa 
one  occasion,  to  Oxford,  where  in  June,  1558,  he  aided  In  the 
production  of  Dr,  William  Gager's  Latin  comedy  Rivales 
and  tragedy  Dido  \  He  was,  like  Marlowe,  well  read  in 
classical  poetry,  to  the  phrases  and  subjects  of  which  he 
makes  constant  reference  in  his  works,  while  his  Latin 
quotations  are  likewise  frequent,  although  perhaps  not  in 
quite  the  same  measure  as  those  of  his  brother-author.  He 
made  the  most  of  the  credentials  of  his  Oxford  career,  and 
the  'Master  of  Arts'  is  duly  appended  to  his  name  at  the 
close  of  many  of  his  publications.  But  his  life  was  in  the 
main  that  of  a  reckless  London  wit,  alternating  between 
labour  and  dissipation,  and  though  he  married  early,  and 
even  seems  to  have  acquired  some  land  In  his  wife's  right, 
he  seems  at  no  time  to  have  settled  down  to  regular  ways. 
There  is  good  reason  to  conclude  that  sooner  or  later  he 
became  a  player  as  well  as  a  playwright,  and  belonged  in 
succession  to  the  Lord  Admiral's  and  Queen's  companies. 
Among  his  private  patrons  were  the  Earl  of  Northumber- 
land, the  '  Maecenas '  to  whom  he  addressed  the  Prologus  to 
The  Honour  of  the  G^ar&r(i593),and  the  great  Lord  Burgh- 
ley  himself,  in  whose  employ  he  composed  certain  verses 
for  the  Queen's  visit  to  Theobalds  in  1591,  and  to  whom  in 
1596  he  sent  his  Tale  of  Troy,  a  poem  which  he  had  already 
printed  in  1589  and  which  he  is  supposed  to  have  written 
when  at  Oxford.  He  was  the  author  of  a  variety  of  gratu- 
latory  and  occasional  verse,  among  which  his  spirited  Fare- 
well to  Sir  John  Norris  and  Sir  Francis  Drake,  &•€.  (1589) 
deserves  special  notice  as  a  characteristic  memorial  of 
Elisabethan  enthusiam,  and  in  addition  to  his  labours  as 
a  playwright  proper,  which  probably  b^an  with  T/ie 
Arraigument  of  Paris  In  1581,  he  was  from  1585  onwards 
employed  on  the  devising  and  composition  of  pageants. 

'  Fleay,  EnglisJi  Drama,  U.  171 ;  and  cr.  ib.  \.  936  and  antt,  357,  DOte. 
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The  less  decorous  aspects  of  Peele's  life  call  for  little 
comment,  although  they  became  unusually  notorious.  So 
much  it  seems  not  unfair  to  conclude  from  the  fact  that  a 
collection  of  disreputable  practical  jokes  and  loose  adven- 
tures, repeatedly  reprinted  after  its  first  known  publication  in 
1607,  was  connected  with  his  name  under  the  title  of  the 
Merry  conceited  Jests  of  George  Peele,  sometime  a  Student  in 
Oxford^;  but  he  may  be  acquitted  of  any  personal  share  in 
most  of  the  escapades  narrated  in  this  collection,  which  after 
its  kind  largely  consists  of  warmed-up  anecdotes  of  more 
or  less  ancient  origin,  although  here  and  there  a  personal 
touch  su^ests  a  real  connexion  with  the  hero  of  the  whole. 
Unfortunately,  other  evidence  remains  as  to  his  ways  of  life. 
Peele  was  one  of  the  associates  of  Robert  Greene,  whom  the 
latter  in  his  Groatsworth  of  Wit  (1592)  admonished  to  turn 
from  the  vicious  courses  which  had  brought  him  low ;  and 
in  Dekker's  tract,  A  Knighfs  Conjuring  {1606),  Peele 
appears  with  Greene  and  Marlowe  under  the  su^estive 
'  shadow  of  a  lai^  vyne.'  A  more  pleasing  testimony  to 
this  companionship  is  furnished  by  Peele's  tribute  to  the 
dead  Marlowe,  already  dted ;  on  the  other  hand,  he  cannot 
be  shown  to  have  taken  any  direct  part  in  the  bitter  literary 
feuds  which  occupied  some  of  his  fellow-dramatists,  although 
Nashe,  the  most  combative  of  them  all,  wrote  of  him  with 
special  warmth  of  praise'.  Whatever  may  have  been  the 
course  of  Peele's  life,  his  touching  confession  in  his  poem  of 
The  Honour  of  the  Garier{\5^^)  shows  how  it  had  filled  his 
soul  with  weariness : 

'  I  laid  me  down,  laden  with  many  cares. 
My  bed-fellows  almast  these  twenty  yean ' ; 
and  in  I59^>  when   supplicating  Burghley's  patronage,  he 
described  himself  as  enfeebled  by  long  sickness.     In  1598 
'  Reprinted  by  Dyce  and  Bullen.and  in  the  PiibiicaiionsoflluPtT^Socitty. 
One  of  the  JtsU  was  dramatised  in  the  comedy  of   Tlu  PtirilaH,  or   Tht 
Widow  of  Watting  Strut,  absurdly  attributed  to  Shakspere,  of  which  the 
hero  is  George  Fyeboard,  i.  t.  George  Peele, — '  fittl  signifying  a  board  with 
a  long  handle,  with   which   bakers    put    things   in  and  out  of  the  oveD ' 
(tJya).     CoUier  and  Fleay  have  alio  supposed  that  Peele  is  the  '  humorous 
George'  of  the  Prologue   to   IVify  Btgiilid,  a  play  probably  performed 
several  years  before  its  first  kawta  publication  in  i6o6l 
■  See  his  Addma,  prefixed  to  Greene's  Umajf/ion  (1589). 
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Francis  Meres  in  his  PaUadis  Tamia  spoke  of  him  as  dead 
of  disease  due  to  vice. 
TTuAr-  It  was  to  Peclc's  first  knowo  dramatic  work,  TAe  Ar- 

ofi^anT'  f'^^i^*"^***  of  Paris,  that  Nashe  specially  pointed,  when 
(15B1-4).  applying  to  its  author,  some  years  after  its  publication  and 
probably  even  at  a  greater  distance  of  time  from  the  date 
of  its  first  performance,  the  sonorous  designations  of  'the 
Atlas  of  Poetrie  and  primus  verborum  artifex.'  This  court 
entertainment,  which  was  performed  before  the  Queen  by 
the  Children  of  her  Chapel,  probably  as  early  as  1581,  and 
certainly  not  later  than  1584,  and  which  thus  entered  into 
direct  competition  with  the  earlier  plays  of  Lyly,  is  certainly 
not  the  least  attractive  of  its  author's  works.  After  the 
earlier  part  of  the  piece  has  treated  the  Ovidian  story  ^  of 
Paris  and  Oenone,  and  of  the  shepherd  prince's  judgment 
between  the  three  contending  goddesses,  its  novelty  begins 
with  the  arraignment  of  Paris  before  Jupiter  and  the  tribunal 
of  Olympus  for  having  adjudged  the  apple  of  Ate  to  Venus. 
Inasmuch  as  the  act  was  committed  in  the  vicinity  of  a  place 
sacred  to  Diana,  the  final  judgment  is  committed  to  her 
hands ;  and  she  solves  the  problem  by  awarding  the  apple 
to  none  of  the  rivals,  but  to  a  gracious  nymph  '  whose  name 
Eliza  is,'  and  whom  Pallas  with  appropriate  readiness  of  wit 
reo^ises  to  be  the  same  as  she  '  whom  some  Zabeta  call.' 
This  turn  of  fancy,  which  both  convicts  Paris  of  an  error  of 
judgment  and  corrects  this  error  in  an  unanswerable  way,  is 
uncommonly  ingenious,  although  probably  not  altc^ether 
original ;  the  nucleus  of  it  may  perhaps  be  traceable  to  a 
masque  contributed  by  Gascoigne  to  the  Princely  Pleasures 
of  Kenilworth^.  The  passage^  in  which  Diana  celebrates, 
and  the  other  goddesses  echo,  the  praises  of  the  Queen,  may 
be  taken  to  represent  the  non  plus  ultra  of  Klisabethan 
flattery,  while  it  is  at  the  same  time  remarkably  smooth  and 
even  delicate  in  form.  The  diction  of  T^  Arraignment  of 
Paris  in  general  already  shows  that  mixture  of  affectation 
and  audacity,  and  that  romantic  (or  perhaps  I  might  venture 
*  Hrroida,  Epp.  v  and  xvi. 

'  Cr.  anlt,  p.  155.  See  F.  £,  Schelling  ia  Modim  Langtiagi  Notts,  Balli- 
more,  April,  1B93.  The  fonn  'ZobeU'  vna  daubiless  suggested  by  Gu- 
coigne't  effort  *  In  act  v.  sc.  I. 
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to  say,  rococo)  classicism  which  were  characteristic  of  Peele. 
A  still  more  noticeable  feature  of  this  pretty  play  is 
the  extraordinary  versatility  of  its  metrification.  While 
all  considerations  of  correct  or  even  of  tolerable  riming  are 
ignored,  the  management  of  the  blank  verse,  of  which  about 
a  quarter  of  the  text  consists,  at  least  occasionally  shows 
considerable  skill  or  power.  The  undeniable  effectiveness 
of  the  entire  composition  is  all  the  more  striking,  since  it 
is  an  example  of  one  of  the  most  artificial  of  literary  species ; 
we  may  ascribe  the  result  in  part  to  the  lusciousness  of 
the  language,  and  in  part  to  the  general  verve  or  dash  of  the 
style.  Some  of  the  lyrics  in  the  Arraignmenl  of  Paris 
became  popular,  and  one  of  them, '  Fair  and  fair,  and  twice 
so  &ir ','  is  eulc^ised  by  Charles  Lamb.  Malone  thoi^ht 
that  in  the  episode  between  Colin  and  the  cruet  shepherdess, 
Pcele  referred  to  the  Rosalynde  whose  identity  has 
puzzled  so  many  commentators,  and  her  lover,  and 
supposed  Spenser  to  have  taken  his  revenge  by  stigmatising 
the  envious  Peele  as  Palin  in  his  Colin  Clout's  Come  Home 
Again^.  Mr.  Fleay,  who  has  discovered  additional  alle- 
gorical meanings  in  the  play,  concludes  Colin  and  Hobbinol 
to  stand  as  a  matter  of  course  for  Spenser  and  Harvey ;  and 
Thestylis  to  be  Spenser's  Rosalynde  '.  I  mention  these  inter- 
pretations, chiefly  because  the  fact  that  Peele's  works  contain 
more  than  one  reminiscence  to  his  great  contemporary  furnish 
a  notable  testimony  to  his  own  poetic  taste,  more  especially 
as  his  personal  friendships  and  partisanship  associated  him 
with  very  different  literary  companions  *. 

Of  another  pastoral  drama  by  Peele,  licensed  under  the 

■  Act  i.  X.  a. 

'  <  There  eke  is  Palin,  worthie  of  great  pnuae, 
Albe  he  cavil  at  mjr  nistick  quill.' 
Bat  this  is  doubted  by  Todd,  and  hu  Dot,  I  thinlc,  been  accepted  by  later 


'  EKglith  Drama,  ii.  153. 

'  See  Dyce'a  note  on  the  passage  in  the  Prologus  to  the  Honour  of  iht 
GarHr:  'Why  thither  speed  not  Hobbin  and  his  Teres,— 
Great  Habbinal,  on  wbom  our  shepherds  gaze ' ; 
also  the  passage  in  David  and  BilAsabt,  sc.  7,  traced  by  Collier,  iii.  36-7,  to 
Tlu  FaSn4  Qutnu.  bk.  i.  canto  v.  St.  a ;  also  Che  Spenserian  figure  of 
Magnanimity,  occupying  the  place  of  honour  in  the  Pagtatii  bomt  btfbn 
WoohtoHMDM. 
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title  of  The  Hunting  of  Cupid  in  1591,  only  a  few  fragments, 
chiefly  lyrical  and  dispersed  through  the  Elisabethan 
anthologies,  remain.  One  may  regret  that,  so  ^  as  can 
be  ascertained,  Peele  made  no  further  literary  attempts  in 
a  direction  which  the  peculiar  admixture  of  light  and  serious 
elements  in  his  genius  might  have  naturally  induced  him  to 
follow.  His  labours  in  the  service  of  pure  pageantry  and 
show  are  less  closely  related  to  dramatic  literature,  but  no 
doubt  brought  with  them  consolations  of  their  own.  Two 
of  his  pageants  for  Lord  Mayor's  Day  are  preserved  to  us. 
The  earlier  of  them,  which  is  at  the  same  time  the  first  known 
literary  specimen  of  its  kind,  is  The  Device  of  ike  Pageant 
borne  before  Woolstone  Dixie — who  became  Lord  Mayor  on 
October  29^  I5''5*  ^"  this  pageant  the  praises  of  'lovely 
London,'  otherwise  '  New  Troy,'  are  coupled  with  tributes  of 
Queen  Elisabeth.  The  other  pageant.  Descensus  Astraeae, 
was  written  for  the  mayoralty  of  William  Webbe,  which 
dated  from  1591.  Astraea  is  Queen  Elisabeth,  while  Super- 
stition and  Ignorance  figure  under  monastic  di^uises.  Some 
special  political  significance  may  underlie  this  fantastic  de- 
vice ;  but  the  noble  passage  in  honour  of  London,  which 
shows  Astraea  confounding  her  enemies,  makes  a  less 
evanescent  appeal  to  patriotic  memories.  Peele's  other 
extant  efforts  as  a  writer  or  director  of  pageants  or  shows, 
of  the  kind  celebrated  by  him  in  his  poem  Polyhymnia,  call 
for  no  further  notice  here^. 

Vflthout  pretending  to  determine  the  relative  priority  in 
date  of  the  two  historical  dramas  indisputably  assignable  to 
Peele,  I  am  disposed  to  think  that  there  are  sufficient 
reasons  for  concluding  The  Battle  of  Alcasar  to  have  been 
the  earlier  play  of  the  pair.  But  The  Chronicle  of  Edward  I 
occupies  so  signal  a  position  in  the  pr<^ress  of  our 
national  historical  drama,  markii^  with  unparallelled  dis- 
tinctness the  transition  from  the  Chronicle  History,  still 
fettered  by  the  traditions  of  the  Morality,  to  the  'true' 
dramatisation  which,  in  the  hands  of  Shakspere  and  his 

'  Tk*  Dttiitt  of  Ihi  Pttgtant  for  Martin  Cailhorp*,  Mayor,  entered  on  the 
Stationer?'  Registers  in  October,  1568,  under  Peele's  oune  u  author,  U  not 
preserveit     Cf.  Fleay,  EngUsk  Drama,  ii.  154. 
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fellow-dramatists, became  the  '  History'  proper,  that  its  tra- 
ditional precedence  need  not  be  here  disturbed.  Although 
not  printed,  so  far  as  we  know,  till  1593,  this  play,  there  is 
good  reason  for  believing,  may  have  been  acted  two  or  three 
years  earlier  ^,  In  any  case,  its  relation  to  the  rest  of  Peele'a 
dramatic  works  is  wholly  different  from  that  borne  by 
Marlowe's  Edward  II  to  the  other  undisputed  plays  of  its 
author.  For  once,  there  is  in  this  case  much  in  a  name,  and 
no  designation  could  better  describe  the  method  of  com- 
position adopted  by  Peele  in  this  play  than  its  compound 
title  of  Tke  Famous  Chronicle  of  Edward  I,  sirnamed 
Edward  Longshanks,  with  his  returne  from  the  holy  land 
Also  the  life  of  Lleuellenrebellin  Wales.  Lastly,  the  sinking 
of  Queen  Elinor ^  who  sunck  at  Ckaring-crosse,  and  rose  t^aine 
at  Potters-kith,  now  named  Queenshitk.  In  fact,  this  Chronicle 
History,  calling  itself  by  a  name  which  we  are  in  the  habit 
of  assignii^  to  a  whole  species  or  series  among  the  products 
of  our  national  historical  drama,  although  obviously  a  gap 
separates  Edward  I  from  Edward  II  not  less  wide  than 
that  which  intervenes  between  Kyng  yohan  and  Edward  /, 
is  little  more  than  a  series  of  scenes  or  episodes,  derived 
mainly  from  Holinshed,  and  strung  t(^ether  without  either 
connecting  care  or  assimilating  art.  For  the  large  admixture 
of  prose,  especially  in  the  Welsh  scenes,  which  are  in- 
sufferably tedious  and  trivial,  the  author  or  the  stage  which 
he  served  must  be  held  responsible.  But  while  these  scenes 
are  calculated  to  make  the  judicious  grieve,  the  author  has 
incurred  more  serious  blame  by  defacing  the  material  part  of 
his  work  through  a  reckless  introduction  of  scandal — of  the 
blackest  and  most  mendacious  sort.  It  concerns  the  good 
Queen  Eleanor,  of  Castllian  birth — unluckily  for  her 
reputation  in  the  later  Tudor  age,  whether  we  are  to  con- 
clude the  dt^grel  ballad  from  which  Peele  derived  his  lying 
charges  to  have  been  a  production  of  the  griefs  of  Queen 
Mary's  reign,  or  an  oblique  reflexion  of  Elisabethan  pseudo- 
patriotism*.     The   poetical   merits   of   the   play  are  half 

'  Mr.  nelly's  ■rgumeat,  that  several  lines  in  this  play  are  also  to  be 
found  in  /WyAyomia  (1590),  is  not  in  iUelf  convincing.  But  one  is  anxious 
tobelieve£^niani/to  have  been  a  relativelyearly  production  of  its  author's. 

'  The  ballad  is  printed  by  both  Dyce  and  Bullen. — The  incident  of  the 
VOL.  I.  B  b 
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buried  by  these  obstructions  ;  they  have  been  justly  sought 
more  especially  in  its  first,  which  is  also  its  finest,  portion. 
The  return  of  King  Edward  from  the  Holy  Land  is  a 
striking  incident  strikingly  represented;  but  this  entry, 
which  vaguely  recalls  that  of  the  Aeschylean  Agamemnon, 
has  no  similar  dignified  sequel.  The  King's  speech  at  the 
close  of  the  play  possesses  intrinsic  dignity,  in  addition  to 
the  local  interests  to  which  it  appropriately  makes  appeal  ^ ; 
but,  taken  as  a  whole,  while  interesting  by  reason  of  its 
peculiar  position  in  our  dramatic  history,  this  play,  notwith- 
standing the  ornamentation  of  both  classical  and  Italian 
lore  bestowed  upon  it  by  the  author,  is  not  only  singularly 
unequal,  but  devoid  of  intrinsic  value. 

T^  Battle  of  Alcazar,  printed  in  1594,  was  acted  at  all 
Aie^i  events  as  early  as  1593,  if  we  accept  the  hardly  avoidable 
(159a  or  conclusion  identifying  it  with  the  popular  play  designated 
by  various  permutations  of  the  name  of  Midey  surnamed 
AbdelmiUck^.  The  incidents  of  the  play,  of  which  the 
central  one  belongs  to  the  year  1578  (August  4th),  no 
doubt  acquired  a  living  popular  interest  from  the  attempt 
made  in  1589,  and  celebrated  at  its  outset  in  Peele's  Fare~ 
well^y  to  place  Don  Antonio  on  the  throne  left  empty  by 

King,  in  company  with  his  brother,  talcing  bis  wife's  confession  in  friar's 
disguise,  was  very  probably  copied  from  some  Italian  novel. — The  curious 
legend  about  the  'sinking'  of  Queen  Eleanor  is  referred  to  in  Middleton's 
TJa  WUtk  (act  I  »c  i) : 

'Amsterdam  swallow  thee  up  for  a  puntan, 
And  Geneva  cast  thee  up  again!  like  sbe  that  sunk 
At  Charing  Cross,  and  rose  again  at  Queenhithe.' 
Cf.  also  AnylliiHgfor  a  Quiei  Lift,  act  v.  sc.  3, 

'  Vii,  those  associaledwith  Queen  Eleanor's  crosses,  Cf.  Professor  Tout's 
Edwatd  I  (in  Macmillan's  Twtbit  English  Slattsmtn  series,  1S93),  pp.  176-7, 
where  reference  is  made  to  '  the  chroniclers'  who  'celebrate  her  piety,  her 
modesty,  her  pitifulncss,  and  above  all  her  love  far  all  good  Englishmen,  and 
her  complete  sympathy  with  the  ways  of  her  adopted  country.'  Milton  in 
his  AnimadvrrsKKS  upon  Ifu  Rimfmstrants'  D^fiHa  agaital  StiucfytnitHus 
(sec  V.)  ridicules  'the  old  wife's  tale  of  a  certain  queen  of  England  that 
sunk  at  Charing  cross,  and  rose  up  at  Queenhithe.'  The  phraseology  of 
the  allusion  is  curious  ;  see  befow  as  to  Tht  Old  Wivt^  TaU. 
'  See  Htnitowl's  Diary,  ed.  Collier,  pp.  ai  tl  poal. 

■  Cf.  anlt,  p.  364.   The  lines,  which  will  have  again  to  be  referred  to,  are 
the  following : 

'Bid  theatres  and  proud  tragedians. 
Bid  Hahomct's  Pow,  and  mighty  Tamburlaine, 
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Don  Sebastian ;  and  it  has  been  consequently  supposed  that 
the  play  mentioned  in  that  poem  under  the  name  of  Tom 
Siukely  is  no  other  than  Tht  Battle  of  Alcazar  itself. 
This  would  no  doubt  add  freshness  to  the  allusion  to  the 
fate  of  the  Great  Armada  which  the  play  is  supposed  to 
contain '.  As  to  Peele's  authorship  of  Tlie  Battle  of  Alcazar^ 
although  it  is  corroborated  by  no  external  evidence  earlier 
in  date  than  1600  ^,  no  reasonable  doubt  can  be  entertained. 
We  can  hardly  err  in  concluding  him  to  have  seized  upon 
a  subject,  commending  itself  to  him  both  by  the  popularity 
of  its  associations  and  perhaps  by  the  Devonian  origin  of 
the  hero,  in  order  to  rival  Marlowe's  Tamburlaitie  in  its 
own  vein  *.  The  central  personage  of  Feele's  play,  who  began 
his  career  as  a  cadet  of  an  ancient  family  settled  near 
Ilfracombe,  and  ended  it  by  dying  on  the  battle-field  of 
Alcazar,  in  the  company  of  three  kings,  had  certainly  a  very 
different  kind  of  interest  for  Englishmen  than  that  which 
could  be  evoked  by  the  '  Scythian  Shepherd.'  The  events 
of  Stukeley's  career  are  vivaciously  set  forth  in  this  drama, 
though  it  is  put  t<^ether  in  a  more  antique,  not  to  say 
clumsy,  fashion  than  Marlowe's  much  longer  tragedy ;  and 
the  moral  which  it  is  made  to  teach  is  obvious  enough, 
while  the  praises  of  Queen  Elisabeth  and  of  loyalty  have 
in  this  instance  a  real  pregnancy  of  iheaning  ^.  A  Presenter 
speaks  a  by  no  means  superfluous  prologue  to  each  act, 
and  a  series  of  dumb-shows  further  elucidates  the  conduct 

KiDg  Charlemagne,  Tom  Stukely,  and  the  rest 
Adieu.     To  aims,  to  Inns,  to  glorious  «nn*  1 ' 
A  later  play,  Tki  Famous  History  0/  Iht  Lift  and  Dtalh  of  Captain   Tkotnai 
Stuitfy  (pr.  i6os\  waa  reprinted  by  the  late  Mr.  Richard  Simpson  in  vol.  i. 
of  his  SdiDol  o/SiaJtspm  (1878).     As  to  the  Latin  Hisloria  lU  Btllo  Afnamo 
(Nuremberg,  1580),  whence  Peele  derived  part  of  the  materials  of  his  play, 
sec  Dr.  Brinsley  Nicholson's  note  a^.  Bulten,  i.  991  seqq. — Siukely  and  the 
battle  of  Alcaiar  are  mentioned  in  Beaumont  and   Fletcher's  Wit  at  stveral 
IVtafioHs,  act  !.  sc.  a.     In  Grttnia  7h  QHOqtu  Stukely  is  mentioned  as  a 
type  of  martial  spirit  and  liberality. 
>  See  act  iii.  sc.  i. 

*  When  it  was  assigned  to  him  in  England s  Parnassus. 

'  Ancient  Pistol  addresses  to  Mistress  Dol)  a  parody  on  the  Moor's 
'  Hold  thee,  Calipolis,  feed,  and  faint  no  more.' 
'  (Act  iL  K.  3.)     The  BattU  ofAkamar  is  also  ridiculed,  together  with  other 
early  plays,  in  Jonson's  Pottaster,  act  itL  sc  i. 

*  A  savage  sarcasm  against  Philip  II  occun  in  act  iii  sc.  x 

Bb  2 
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of  the  action.  It  abounds  with  life,  at  all  events  from  the 
first  appearance  of  the  hero,  intent  upon  bearding  the 
Portugals  in  their  own  capital ;  the  battle-scenes  in  especial 
are  full  of  stir  • ;  and  the  hero's  dying  speech,  if  not  quite 
true  to  its  promise — 

'Short  be  my  talc,  because  my  life  is  short,' — 
for  in  point  of  fact,  it  gives  a  summary  of  his  biography — is 
not  without  a  touch  of  pathos.  But  we  are  sUU  in  the 
infancy  of  the  drama,  and,  while  the  diction  is  manifestly 
Peek's,  this  play  is  in  construction  and  characterisation  one 
of  the  least  ambitious  of  his  efforts,  inasmuch  as  the 
accumulation  of  striking  incidents,  dramatically  reproduced 
in  forcible  speech,  seems  to  satisfy  the  author  s  conception 
of  his  task. 
The  Old  The  Old   Wives'   Tale,   printed    1595,   was    acted   very 

ro™6^  possibly  several  years  earlier,  although  it  contains  no  evidence 
fore  1595).  of  animosity  gainst  Gabriel  Harvey  sufficient  to  suggest 
any  connexion  between  it  and  the  much-complicated  quarrel 
between  the  latter  and  Nashe.  This  play  might  be  passed 
by  with  a  brief  commendation  of  the  homely  humour  of  its 
exordium,  contrasting  as  it  does  with  the  labyrinthine  but 
manifestly  undesigned  intricacy  of  its  main  scenes,  were  it  not 
for  the  fact  of  its  connexion  in  subject  with  one  of  the  loftiest 
productions  of  English  poetical  literature.  A  glance  at 
Peele's  farce,  or  interlude — for  it  is  difficult  to  decide  which 
name  to  assign  to  it — places  this  connexion  beyond  doubt ; 
and  it  may  be  noted  that  Milton's  literary  acquaintance 
with  Peele  seems  not  to  have  been  confined  to  this  play  *. 
The  Old  Wives'  Tale  begins  with  the  entrance  upon  the 
scene  of  three  merry  companions,  Antick,  Frolick,  and 
Fantastick,  who  in  their  wanderings  in  the  woods  have  lost 

'  Cf.  especUlly  a  passage  which  the  author  of  RicHatd  III  may  be  sup> 
poaed  to  have  remembered: 

'  Tht  Moor.  Villain,  a  horse  t 
Bty,   O,  my  lord,  if  you  return,  yon  lie  1 
Thi  Moor.  Villain,  I  n,y,  give  me  a  horse  lo  fly. 
To  swim  Ibe  river,  villain,  and  to  fly.' 

(Act  V.  sc  I.) 
'  Cf.  the  allusiona  to  Tkt  Old  IVive^  Tait  aiid  to  Edward  I  in  Animad- 
MTMrns  upott  Ou  RtmoHs/raala'  Dtfina  against  Smicfymnyiu.    (Todd.) 
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their  way,  without  at  the  same  time  losing  their  good  spirits. 
They  are  conducted  by  an  old  man  (who  appears  with 
a  '  lanthorn  and  candle,'  and  announces  himself  as  '  Clunch 
the  Smith ')  to  his  hut,  where  they  are  made  welcome  by 
the  good-wife.  She  sends  one  of  them  to  bed  with  her 
husband,  and  undertakes  to  entertain  the  two  others  with 
a  merry  winter's  tale  'to  drive  away  the  time  trimly^.' 
The  whole  of  this  introduction  is  written  with  much  natural 
freshness  and  humour,  as  indeed  is  the  opening  of  the  old 
wife's  tale,  which,  like  the  beginnings  of  many  another  narra- 
tive, is  neither  very  clear  nor  very  concise.  So  soon  as  the 
old  woman  has  involved  herself  and  her  hearers  in  a  maze 
between  what  she  remembers  and  what  she  forgets,  her 
story  is  interrupted  by  the  appearance  of '  some  that  come 
to  tell  her  tale  for  her.'  In  other  words,  from  this  point  the 
*  tale '  is  no  longer  told  but  acted,  the  two  Brothers,  Sacra- 
pant  the  conjuror  (the  son  of  the  witch  Meroe "),  Delia  the 
enchanted  lady,  and  numerous  other  personages  appearing 
in  a  swift  and  not  always  very  perspicuously  connected 
succession  of  scenes.  A  variety  of  comic  characters  are  also 
introduced,  amoi^  them  Huanebango,  who  quotes  Gabriel 
Harvey  and  ridicules  his  hexameters  ^ ;  and  the  hero  who 
makes  an  end  of  Sacrapant  is  Jack,  the  namesake  and 
rival  of  the  immortal  Giant-Killer.  Now,  that  Sacrapant,  Thi  ou 
Delia,  her  Brothers,  and  Jack  became  in  Milton's  hands  !*''!*■''  , 
Comus,  the  Lady>  her  Brothers,  and  the  Attendant  Spirit,  Maiot^s 
is  open  to  no  doubt,  although  the  author  of  Comus  also  ^°'""'- 
derived  su^estions  from  Ariosto,  and  probably  likewise 
from  Apuleius  and  other  classical  sources.    The  difference 

'  Cf.  Lyly'a  Safho  and  Phao,  ■«  ii  sc.  1. 

*  '  Sacrapant  King  of  Libia '  appora  in  Greene's  Ptrimtdes  tht  BladatHith 
(1588),  where  bjr  tlie  bye  is  also  to  be  found  an  old  wife  wbo  tells  stories. 
(See  Greene's  Works,  ed.  Grossart,  vii.  63.) 

*  '  Phylyda.  phyleiydoa,  pamphylyda,  floryda,  Qortos, 

Dub  dub  a   dub,  bounce  quoth  the  guns,  with   a  sulphurous  fauff 
snuff,'  Ac. 
One  of  the  ensuing  lines  is  actually  taken  from  Harvey's  EHatmaim  Lauri, 
where  it  occurs  as  the  second  in  the  fotlowing;  exquisite  couplet : 

'Faine  wod  I  crave,  might  I  so  presume,  some  further  acquaintance. 
O  that  1  might?  but  I  may  not :  woe  to  my  destinie  therefore.' 
As  to  Harvey's  quarrel  with  Greene,  viA  mfr». 
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between  the  play  of  Peele  and  the  poem  of  Milton  is 
that  between  a  farcical  extravaganza,  not  devoid  of  occa- 
sional touches  of  a  true  poetic  fancy,  and  one  of  the 
loftiest,  most  sustained,  and  most  refined  of  moral  allegories 
in  poetic  literature.  But  inasmuch  as  Milton  was  beyond 
doubt  a  reader  of  Peele,  I  cannot  think  that  the  expression, 
'coincidences  as  regards  the  plan,  the  characters,  and  the 
imagery,'  used  by  Mr.  Masson  ^  in  discussing  the  origin  of 
Comus,  adequately  represents  the  relation  between  Milton's 
sublime  poem  and  Peele's  fanciful  creation.  For  the  rest, 
the  fresh  and  sparkling  induction  of  the  piece,  tc^ether 
with  the  irresistible  flow  of  high  spirits  that  pervades  it 
as  a  whole  and  atones  for  the  considerable  admixture 
of  romance  dissolved  in  nonsense,  ought  to  suffice  to  make 
it  del^htful  to  readers  open  to  the  charms  of  desipience  in 

Plays  The  Old  Wivei  Tale  is  the  last  of  Peele's  plays  that  was 

to  PfWe  ascertainably  published  in  his  lifetime.  It  may  be  regarded 
as  indisputable  that  he  wrote  many  plays  now  lost ;  but  their 
catalc^e  is  not  easy  of  construction '.  The  list  may  possibly 
include  The  Turkish  Mahomet  and  Hiren  the  Fair  Greek, 
which  may  be  the  play  referred  to  in  the  celebrated  passage 
in  Peele's  Farewell  already  cited,  and  which  has  also  been 
thought  identifiable  with  a  play  designated  as  Mahomet  in 
1594*.  His  possible  share  in  the  First  and  Second  Parts 
of  Henry  VI  must  be  left  open  for  the  nonce  ;  of  the  other 
plays  which  have  been  supposed  in  whole  or  in  part  to  be 
the  product  of  his  pen,  none  can  be  connected  with  his  name 
by  any  but  hazardous  conjecture  except  the  comedy  of 
Wily  Beguiled  {wA  known  to  have  been  printed  before  1606, 

>  Ufi  oflSilUm,  \.  586. 

*  I  should  be  the  lost  to  impugn  tests  of  phraseology  which  carry  con- 
viction to  a  scholar  imbued  with  the  study  to  which  he  has  devoted  his 
powen.  Mr.  FIcay  thinks  the  eipression  'sandy  plain'  Peele's  aign-manual ; 
but  tike  Wouvenoan's  white  horae,  the  properly  seems  to  me  to  be  one 
liable  to  laliing  into  different  huids. 

'  See  Htnsloaifs  Diary,  p.  39.^~The  authority  od  which  TMt  TutUsk 
Mahomii  and  HirtH  thtfiartGrttk  is  ascribed  to  PCele,  is  that  of  TJitJtata 
i^Gtorp  PuU  (see  Horn  Gv»gt  rtad  a  Playboob  to  a  GmllnnaH).  Collier, 
iL  411,  suggests  that  Ihc  pUy  in  question  was  possibly  only  an  adaptation 
of  an  earlier  play,  Tht  Hiakay  of  a  Gntk  Maid. 
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although  an  earlier  version  had  been  probably  produced 
some  years  before).  If  Peele  was  the  '  humorous  Geoi^ ' 
of  the  Prolt^ue  to  the  later  version  of  this  play,  he  may 
very  probably  have  been  author  at  least  in  part  of  it  in  its 
original  form'.  On  the  other  hand,  I  have  no  hesitation  sir 
in  subscribing  to  the  opinion  of  both  Fleay  and  Bulien,  in  ^^j^^ 
refusing  to  burden  Peele's  reputation  with  Uie  authorship  of  Clamyiifs 
Sir  Clyotnon  and  Sir  Clamydes,  ascribed  to  him  by  Dyce  ^-  '^^'' 
on  wholly  unsatisfactory  evidence '.  This  semi-epical  pro- 
duction, notwithstanding  a  tediousness  emphasised  by  the 
jogtrot '  common  metre '  in  which  it  is  composed,  presents 
certain  points  of  interest  to  the  student  of  our  early  drama, — 
more  especially  the  comic  character  of  Subtle-Shift,  un- 
savoury though  his  talk  is  from  the  moment  when  he  first 
tumbles  on  the  stage,  as  out  of  a  ditch,  and  then  runs  off  to 
look  for  one  of  his  l^s,  which  he  fancies  he  has  left  behind 
bim  with  the  corresponding  boot.  He  is,  of  course,  no  other 
than  the  Vice ;  nor  could  any  more  instructive  illustration 
be  suggested  of  the  transition  from  the  Vice  of  the  old 
moralities  to  the  Fools  of  Shakspere.  This  is,  too,  one  of 
the  earliest  play  wherein  a  lady  appears  in  the  since  time- 
honoured  disguise  of  a  page ;  and  a  certain  resemblance 
suggests  itself  between  the  pathetic  situation  of  Neronis  and 
that  of  Viola  °.  The  play  as  a  whole  is  based  on  some 
unknown  romance — one  of  those  queer  tales  of  chivalry  in 
which  ancient  and  mediaeval  times  are  wildly  jumbled 
blether ;  the  two  heroes  of  the  play,  for  instance,  the  sons 
respectively  of  the  King  of  Denmark  and  the  King  of 
Swabia,  meet  at  the  court  of  Alexander  the  Great. 

The  play  which  I  follow  Dyce  in  thinking  beyond  all  Davida»d 
question  Peeles  masterpiece,  was  not  printed  till  after  his  J^j!^^x 

'  Fleay,  EnglM  Drama,  ii.  158.     See  below. 

'  VU.  that  of  >  H5.  Qote  io  b  very  old  hand  on  the  title-page  of  a  copy. 
LaeomMrliirt'a  list  of  parallel  phrases  in  plays  undoubtedly  by  Peele  cauDot 
in  my  judgment  be  regarded  as  evidence  to  tbe  contrary.  See  at  to  this 
play,  Collier,  ii.  495  "??-•  *i>d  Fleay,  EitgUak  Drama,  ii.  995-7,  where  it  is 
attributed  to  the  author  of  the  old  Appiiti  and  Virginia  (wulr,  p.  904). 

>  See  the  lines  ■  How  can  the  tree  but  wither'd  be'  The  name  of  the 
cowardly  knight  Brian  Sansfipf  in  this  play  suggests  a  derivation  from 
Spenser,  with  whose  Fairit  Qtuttu  Peele  was  familiar ;  but  too  much  should 
not  be  made  of  this. 
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death,  in  the  year  1599.  The  date  of  its  composition  is 
unknown — Mr.  Fleay,  who  very  unnecessarily,  so  far  as 
I  can  perceive,  suspects  an  allegorical  purpose  in  it  which 
would  suit  the  date,  places  it  as  far  back  as  1588 ',  In  its 
method  of  construction  this  play,  as  is  indicated  by  its  full 
title,  Tke  Love  of  King  David  and  Fair  Bethsabe.  With  the 
Tragedie  (i.  e.  tragic  fate)  of  A  bsalom,  resembles  Edward  I. 
It  is,  in  fact,  composed  in  the  manner  of  a  Chronicle  History, 
although  the  original  text  is,  of  course,  that  of  Holy  Writ, 
or  perhaps  of  some  version  of  its  narrative  with  which  Peele 
had  met  in  an  old  religious  play  unknown  to  us.  Collier 
conjectured  that  Peele's  play  was  printed  in  order  to  disarm 
the  strictures  which  had  in  the  year  1599  been  put  forth 
against  the  morality  of  stage-plays  *.  This  hypothesis  seems 
far-fetched ;  but  it  must  be  allowed  that  Peele  not  only 
succeeded  in  assimilating  (so  to  speak)  the  true  spirit  of 
the  Old  Testament  ^,  but  also  managed  to  treat  most  of  the 
thorny  passages  of  his  subject  without  indelicacy*,  and  the 
whole  of  it  with  force.  There  is  nothing  that  is  really 
offensive  in  this  play,  and  much  that  comes  home  to  both 
heart  and  conscience.  Peele's  was  not,  in  my  judgment, 
a  sensuous  genius,  and  I  recognise  in  this  work,  in  its  earlier 
part  in  especial,  a  sincerity  of  moral  feeling  to  which  many 
of  his  dramatic  contemporaries  were  strangers.  On  the  other 
hand  it  must  be  granted  that  David  and  Bethsabe  exhibits 
little  evidence  of  power  of  dramatic  characterisation,  and  still 
less  of  any  endeavour  to  balance  or  co-ordinate  dramatic 
effect.     A  great  error  of  dramatic  feeling  (if  I  may  use  the 

'  See  English  Drama,  i[.  153,  where,  to  be  sure,  Hr.  Fleay  docs  not  p> 
fiiTther  than  saying  that '  the  sitnations  m  the  play  are  itrikiagly  suggestive 
of  Elisabeth  and  Leicester  as  David  and  Baihsheba,  Uriah  as  Leicester's 
first  wife,  and  Absalom  as  Mary  Queen  of  Scots.'  The  play  appears  to  have 
been  reproduced  in  i6i)a  (I  do  not  suggest,  with  a  fresh  allegorical  intention). 

*  Collier,  iii.  si6.  In  1599  Dr.  Rainolds  published  his  Ovtrihroa  o/Slagi- 
flays.  As  Collier  points  out,  Peele  was  dead  at  the  time,  so  that  he  at 
least  cannot  be  credited  with  a  design  which  would  have  some  resemblance 
to  that  of  Racine's  endeavour  to  meet  by  means  of  his  religious  plays  the 
late  awakening  of  hia  royal  master,  under  the  induence  of  Hme.  de 
Haintenon.  *  CC  Bullen,  i.  11. 

'  It  is  true  that  the  ennmeration  of  the  dmmatia  pmotuu  bears  some 
resemblance  to  a  list  of  the  ofipring  of  Charles  IL  Perhaps  the  same  thing 
occurred  to  Dryden. 
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expression)  is  committed  by  the  introduction  of  the  scene  in 
which  David  steals  Urias'  wits  with  the  aid  of  wine.  Not  that 
the  scene,  the  resemblance  between  which  and  a  well-known 
episode  in  Othello  must  strike  every  reader,  is  in  itself 
coarse  in  treatment ;  but  a  character  for  whom  the  strong 
empathies  of  the  audience  had  been  engaged  should  not 
have  been  subjected  to  needless  degradation. 

The  diction  of  the  play,  while  generally  pleasing  and 
suggestive  of  mature  workmanship,  here  and  there  rises  to 
an  im press iveness  of  form  rare  in  a  dramatist,  who  with  all 
his  merits  is  of  secondary  rank.  The  aid  of  a  scriptural  (or 
Oriental)  tendency  to  parable  may  possibly  have  contributed 
to  this  occasionally  remarkable  effect'.  The  blank  verse, 
althoi^h  labouring  under  the  defect  of  a  rather  monotonous 
cadence,  is  on  the  whole  fluent  and  agreeable. 

Of  Peeie's  pageants  there  are  preserved  to  us  The  Device  Pagta«h 
of  the  Pageant  borne  before  WooUtm  Dixie  »  (Sir  Woolston  ^^^.""^ 
Dixie  became  Lord  Mayor  on  October  29, 151(5),  the  earliest 
extant  city  p^eant.  '  Lovely  London '  herself  appears 
under  the  designation  of  New  Troy,  accompanied  by  other 
allegorical  figures,  of  which  the  first  is  named  Magnanimity. 
In  the  Descensus  Astraeae  (in  honour  of  the  accession  to  the 
Lord  Mayoralty  in  1591  of  Sir  William  Webbe)  Queen 
Elisabeth  herself  is  celebrated  as  Astraea ;  and  since 
Superstition  confronts  her  as  a  friar  and  Ignorance  as 
a  monk,  a  more  special  meaning  may  be  supposed  to  under- 
lie this  fantastic  device,  in  which  the  passage  in  praise  of 
London  possesses  considerable  beauty,  while  the  most  is 
made  of  the  opportunity  offered  by  the  Lord  Mayor's 
patronymic  I  need  not  return  to  Peeie's  other  contri- 
butions to  this  species  of  literature.  As  is  shown  by  the 
multiplici^  of  non-dramatic  productions  of  which  he  was 
the  author,  as  well  as  by  the  variety  of  the  dramatic  species 
to  which  he  set  his  ready  hand,  he  shrank  from  no  kind 

'  See  the  ramous  passage  in  the  Chems  after  ac.  3  (with  the  simile  of  the 
Raven),  and  another  id  k.  15  (with  the  simile  of  the  Eagle).  Cf.  also 
David's  simile  of  the  Roe  in  sc.  i.  Collier  has  painted  out  that  the  fine 
comparison  of  David  to  the  Sun  coming  forth  like  a  bridegroom  (sc.  7)  was 
borrowed  directly  from  Spenser  {Fiarii  Quatu,  I.  v.  a). 

'  Edited  by  Fairholt  in  the  Ptrty  Soeirty's  PubliaUima  (1643). 
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of  literary  labour  which  offered  itself  to  him,  and  doubtless 
he  dissipated  much  of  his  creative  energy  ia  the  process. 
At  the  same  time  he  thus  became  one  of  the  most  promi- 
.  nent  figures  among  the  writers  here  classed  as  Shakspere's 
.  predecessors ;  and  it  is  unavoidable  that  Shakspere's  own 
achievements  should  be  more  particularly  compared  with 
those  of  a  writer  whose  career,  although  relatively  brief, 
was  not  cut  so  short  as  that  of  Marlowe.  Undoubtedly 
Peele  was  born  eleven  years  before  Shakspere,  and  this 
slight  chronolc^ical  difference  should  count  for  much  in 
a  literary  period  of  so  unparalleled  a  rapidity  of  develope- 
ment.  It  seems  of  slight  s^nificance  to  set  gainst  this  the 
fact  of  the  literary  training  of  which  Peele  availed,  or  might 
have  availed,  himself.  The  University  culture  to  which  he 
like  other  gentlemen  scholars  of  light  equipment  attached 
so  much  importance — for  he  well  remembered  that  he  was 
a  Master  of  Arts — can  scarcely  be  thought  to  count  for 
much  in  the  substance  of  his  qualities  as  a  dramatist  He 
was  able,  both  in  and  out  of  season,  to  introduce  into  his 
writings  classical  allusions  from  a  limited  range  of  studies,  and 
to  supplement  them  by  illustrations  of  his  familiarity  with  the 
derived  fragrance  of  Italian  literature.  His  use  of  such  aids 
as  these  was,  it  must  be  allowed,  too  liberal  and  frequently 
too  felicitous  to  admit  of  its  being  set  down  as  essentially 
pedantic.  Peele's  method  of  literary  workmanship  as  a  whole 
was  assimilative  rather  than  dependent ;  and  it  may  be  more 
than  a  coincidence  that  the  greatest  of  literary  assimilators 
— Milton — seems  to  have  entertained  a  predilection  for  his 
works.  In  any  case,  the  difference  between  this  prede- 
cessor of  Shakspere  and  Shakspere  himself  remains  almost 
unmeasurable,  from  whatever  aspect  of  the  dramatic  poet's  art 
it  be  viewed.  In  the  metrical  manipulation  of  the  English 
language  Peele  was  skilful  and  occasionally  highly  success- 
ful ' ;  his  blank  verse,  as  has  been  said  above,  rises  now  and 
then  to  grandeur  and  power ;  and  scattered  through  his  plays 

*  Peele's  diclion,  as  well  as  his  veraification,  has  been  examined  at 
some  length  by  Laemmcriiirt,  h.  a.  %  but  the  critic  concludes  that  his 
author's  diction  presents  no  features  distinguishing  it  individually  from 
that  of  tiis  coDtemporaiies. 


D.q.tizecbvGoOglc 


in]  SHAKSPERE'S  PREDECESSORS  379 

aad  pastorals  we  meet  with  a  lyric  or  two  of  imperishable 
charm.  He  had  hardly  mastered  the  treatment  of  rime  in 
its  connexion  with  metre — though  in  truth,  more  especially 
in  view  of  the  utter  corruptness  of  so  much  of  the  text  of  the 
plays  indisputably  his,  this  is  a  question  on  which  it  would 
be  unsafe  to  generalise.  In  constructive  power,  so  far  as 
these  plays  are  concerned,  he  made  no  perceptible  advance 
upon  the  dramatists  who  had  preceded  him  or  who  were  his 
contemporaries  *.  His  shortcomings,  due  to  lack  of  example 
perhaps  rather  than  to  want  of  ability,  in  the  delineation 
and  developement  of  character,  have  been  already  noticed. 
Even  so,  however,  the  vivacity  of  his  fancy  and  the  variety 
of  his  imagery  entitle  him  to  an  honourable  position  among 
our  Elisabethan  dramatists;  while  the  versatility  of  his 
genius,  attempered  by  patriotic  sentiment  and  steadied  by 
enduring  moral  conviction,  gives  him  his  distinctive  place  in 
our  literature  at  large.  If  on  the  whole  (though  by  no 
means  universally  *)  his  merits  have  been  overrated,  it  may 
perhaps  be  urged  on  his  behalf,  that,  neither  in  life  nor 
letters,  was  he  ever  (a  slight  infirmity  of  academical  pre- 
tensions apart)  desirous  of  presenting  himself  for  more  than 
he  was  worth ;  so  that  a  just  estimate  of  his  merits  is  unlikely 
to  wane  even  beneath  the  blaze  of  inevitable  comparison. 

Robert  Greene  ^,  the  most  widely  productive  writer  and  ReUrt 
in  certain  respects  the  most  notable  dramatist  among  those  (,560*.- 

'  It  U  chiefly  in  thU  scDse  thit  hia  influence  upon  the  progress  of  our     ^^  ' 
drama  has  been  rightly  stated  to  have  beea  inferior  not  only  to  Marlowe's, 
but  even  to  Lyly's  or  Greene's.    See  Symoads,  Skaispir^s  Pndtttaaon,  564, 

'  Charies  Lamb  is  an  eminent  exception. 

'  TAtDramalie  Worts  o/RobtTiGtwriM.  Witb  some  Account  of  the  Author, 
and  Notes.  By  Alexander  Dyce.  a  vols.,  1831. — Tit  Dramatic  fVorts  of 
R.  Gnnu  and  G.  PitU.  Bj  the  same  Editor,  1B61.— Tit  Life  and  CornpUU 
Worka  in  Prtist  and  Virat  of  Robtrt  Grwmt.  Edited  by  Dr.  A.  B.  Grosart 
(JiHfh  LAraty),  15  vols.,  1881-6.  (Vols,  xili-xiv.  of  this  edition  comprise  the 
plays  ;  vol.  i.  contains  a  TransUtion  of  Professor  Storojenko's  Lifto/Grttni). 
Fleay,  English  Drama,  i.  350-366. — R.  Simpson,  Acanml  of  Robert  Grttnt, 
hia  Pros*  fforis  md  his  Quarrti  with  Shaksptrt,  in  voL  ii.  of  Tht  School  of 
5Aak^nv(ie7B].—Jusserand's  account  of  Greene's  prose-tracts  in  ThsEng- 
Ush  Novtl  (Engl.  Tr.,  iBgo),  pp.  167-193.— Dr.  C.  H.  Heribrd,  On  Grttnds 
Romanas  and  Shahsptrt  (Shaisptrt  Socirty's  Transactions,  I&66). — W. 
Bcmharii, RobtrtGrnm'sLeitH  UMdSehnfteH{Ltipi.ig,  lB^^.)~J.ll.BTOvm, 
Ah  Early  Rival  t^  Shahsptrt  {AatikianA,  187'j].— H.  Conrad,  Rohai  Grttnt 
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grouped  in  this  chapter  as  Shakspere's  predecessors,  was  born 
in  Norwich  about  the  year  1560.  The  period  of  his  birth  can 
only  be  calculated  from  the  dates  of  his  academical  career. 
He  matriculated  in  157,5  **  St.  John's  College,  Cambridge, 
towards  which  famous  foundation,  the  nursing  mother  of 
so  many  of  the  wits  of  his  age  and  circle,  he  continued  to 
cherish  a  combative  piety  ^.  But  after  takii^  his  B.A. 
degree  from  this  College  in  1578-9,  he  migrated  to  Clare 
Hall,  whence  he  proceeded  M.A.  in  1583.  In  1588  he  was 
incorporated  at  Oxford,  thus  acquiring  the  rather  specious 
privilege,  of  which  he  availed  himself  in  not  a  few  of 
his  title-pages,  of  styUng  himself  '  ulriusgue  Acadtmiat 
in  Artibus  Magister'  Although  at  the  end  of  one  of 
his  publications^  he  further  calls  himself  a  'Student  in 
Phisicke,'  he  does  not  appear  to  have  proceeded  to  a  medical 
degree.  After  the  termination  of  his  undergraduate  course 
he  appears  to  have  for  some  time  travelled  abroad,  and  to 
have  indulged  freely  in  the  opportunities  of  dissipation 
which  came  in  his  way  ^  His  travels  extended  to  Spain 
and  Italy,  and  probably  also,  besides  France  and  Germany, 
to  Denmark  and  Poland  ;  and  it  seems  most  likely 
that  he  went  abroad  on  more  than  a  single  occasion. 
There  is  no  sufficient  reason  for  supposing  that  on  his 
return  from,  or  in  an  interval  between  these  jom-neys,  he 
took  Holy  Orders  ;  he  cannot  well  have  been  the  Robert 

afa  Dtnmatikn  {Shaktsptan  Jahrhuth,  vol.  xxix.  1894).— Art.  Jtobcrl  Grtttti, 
by  A.  H.  Butlen,  in  DictioHary  of  NaUonal  Biogtapliy  (vol  iiiii.,  T&90). 

'  Sectiicptsaa%emiiielKUt!TTolhtGtHiUitHnSt\uU'itsofbolhUmvtrsilits, 
prefixed  to  MtnaphoH,  in  which  lie  celebrates  St  John's,  of  which  Trinity 
'  was  called  by  the  University  Orator  a  mere  colonia  dtdwia' 

*  Platulomadiia  (1585).  This  Euphuistic  composition  (printed  in  vol.  v. 
of  Grosart's  edition)  may  be  regarded  as  a  crude  effort,  which  went  beyond 
the  versatile  powers  of  its  author,  at  flavounng  fiction  with  'science.'  A  brief 
apology  for  the  Sacred  Science  of  Astronomy  prefaces  a  discourse  in  the 
Dccameronic  manner  among  the  Planets,  inteiaperaed  with  'tragedies,' 
i.  e.  narrative  episodes  of  serious  interest. 

'  This  as  well  as  other  statements  in  the  brief  biographical  sketch  in  my 
text,  which  I  think  will  be  generally  accepted,  rest  on  the  assumption  that  the 
experiences  of  PhiUdor  in  Hic  Mouming  Garmmt  (1590},  and  more  especially 
those  ofFrancesco  in  Nrvtrloo  LitU{isgo),  and  of  Roberto  in  the  GroalsBiorik 
of  Wit  (licensed  rsga),  are  autobiographical  reminiscences  of  Greene  himself. 
Further  personal  trails  occur  in  A  NolabU  Ditcavtry  i^Coaetiagi  (1591),  and 
in  other  of  his  tracts. 
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Greene  who  in  1576  was  one  of  the  Queen's  Chaplains,  and 
was  presented  to  the  rectory  of  Walkington  in  Yorkshire ; 
nor  can  he  be  surely  identified  with  another  namesake  who 
in  1584-5  was  vicar,  for  one  year  only,  of  ToUesbury 
in  Essex.  On  the  other  hand,  it  is  certain  that  in  1580  he 
at  least  contemplated  a  literary  venture  in  the  shape  of  the 
First  Part  of  his  Mamillia,  a  Mirror  or  Looking-Glass  for 
the  Ladies  of  England,  which  was  entered  in  the  Stationers' 
Register  of  that  year.  (It  is  not  known  to  have  been 
published  before  1583  ;  the  Second  Part,  licensed  in  that 
year,  is  not  known  to  have  been  printed  till  ten  years 
later.)  Inasmuch  as  he  manifestly  maintained  some  sort 
of  connexion  with  Cambridge  till  he  proceeded  M.A.,  the 
conjecture  seems  justifiable  that  the  unhappy  experiences 
of  his  early  marriage  life,  which  unmistakeably  connect 
themselves  with  the  Eastern  counties,  began  before  his 
taking  to  London  life  more  or  less  definitively  (for  what 
definitiveness  attaches  to  the  movements  of  a  rolling  stone  ?). 
He  left  a  wife  and  a  child  to  shift  for  themselves  at  a  distance, 
while  he  after  some  brief  attempts  at  conducting  himself 
respectably  in  London  soon  sank  more  and  more  deeply 
into  the  mire '.  Without  insisting  on  the  accuracy  of  every 
detail  recorded  by  himself  or  by  his  adversaries  as  to  his 
personal  life,  we  may  safely  describe  it  as  signally  dis- 
reputable. But  the  strange  thing  is  that  as  the  fever  of 
his  existence  continued,  dissipation  and  debauchery  inter- 
minglii^  with  literary  labours  both  varied  in  character 
and  considerable  in  amount,  he  should  have  so  steadily 
accumulated  the  fund  of  repentance  upon  which  he  drew 
liberally  as  a  writer*.     For,  happily  or  otherwise,  he  was 

'  '.  .  .  I  marned  >  gentteman's  daughter  of  good  account,  with  whom 
I  liued  for  a  while ;  but  forasmuch  as  she  would  per^wade  roe  from  my  wOftill 
wickednes,  after  1  had  a  child  by  her,  1  cast  her  aS,  hauing  spent  vp  the 
marriage-money  which  1  obtained  by  her.  Then  left  I  her  at  aix  or  seuen. 
who  went  into  Lincolneshire,  and  I  to  London  ;  where  in  short  space  I  fell 
into  favor  with  such  as  were  of  honorable  aod  good  calling.  But  heere 
note,  that  though  I  knew  how  to  get  a  friend,  yet  I  had  not  the  gift  or 
reason  how  to  keepe  a  friend  ;  for  hec  that  was  m;  dearest  friend,  I  would 
bee  sure  so  to  behaue  my  sclfe  towards  him,  that  he  shoalde  euer  after 
professe  to  bee  my  vtter  enemie,  or  else  vowe  neucr  after  to  come  in  my 
company.'     Tht  Rtptnlance  of  Robert  Grttni  (Grosart,  nii.  117). 

'  There  is  considerable  doubt  as  to  the  dates  of  publication  of  several  of 
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gifted  in  a.  measure  which  leaves  the  sentimeatalists  of  later 
ages  far  behind,  with  the  power  of  utilising  for  literary 
purposes  emotions  which  he  had  not  the  moral  strength 
to  bring  to  bear  upon  the  conduct  of  his  life.  And  this 
practice  the  more  readily  became  a  sort  of  second  nature 
to  him,  since  (to  his  credit  be  it  said)  he  differed  from  many 
other  imaginative  writers,  both  old  and  new,  in  that  though 
his  life  was  'jocund,'  his  Muse  was  chaste,  and  could  thus 
lend  herself,  without  palpable  inappropriateness,  to  his 
copious  moralisings.  On  the  other  hand,  he  plunged  with 
hot  eagerness  into  the  professional  rivalries  between  the 
theatrical  companies  for  which  he  wrote  and  those  with 
whose  plays  his  own  competed  *,  pretending  to  maintain 
himself  on  a  superior  level  because  of  the  academical  status 
by  which  he  set  so  much  store,  and  finally  forswearing  the 
making  of  plays  in  the  very  pamphlet  wherein  his  uncon- 
trollable jealousy  caused  him  to  assail  a  fellow  playwright' 
in  terms  that  posterity  has  been  unable  to  forgive.  There 
is,  I  may  add.  no  satisfactory  proof  that  Greene  was  himself 
an  actor'.  The  closing  scenes  of  his  career,  with  the 
Greene's  prose-works,  of  which  the  first  editions  are  unknowD  ;  but  wbetber 
or  not  Gnitu's  Moummg  Camunt,  licensed  in  1590,  had  been  already  pub- 
lished aa  early  as  1587,  it  was  at  least  written  before  the  publication  of 
GntHt'a  Faramll  to  Folly,  which  was  registered  in  1587  and  published  in 
1591.  These,  and  GrtnWi  JVntr  loo  laU,  with  the  continuation  Franasco't 
FortuHts,  published  in  1590,  constitute,  together  with  the  posthumous  trvcta, 
his  chief  penitential  issues.    Cf.  R.  Simpson,  u.  s.,  344-350. 

'  On  this  head  aec  Fleay,  u.  3.,  357  sefq.,  and  Ltfi  of  SkakKfxer;  96  ttqj. 
The  particular  conclusions  arrived  at  by  Mr.  Fleay  it  would  cany  me  out  of 
my  depth  to  discuss. 

'  Whether  or  not  the  well-known  passage  in  A  GroaistBorth  of  Wtl  as  to 
'  the  upstart  crow,  beautified  with  our  fcathera.'  refera  to  Shakapere  both 
as  a  plB}rwright  and  as  a  player,  it  is  manifest  that  the  '  bom  basting  out 
■  blank  ver^e'  and  the  rest  of  the  sarcasms,  reveal  author's  jealousy  of 
author.     This  is  well  put  by  Mr.  Fleay,  k.  s.,  p.  1 10. 

'  Gabriel  Harvey,  in  his  Fovn  LitUri  (1599),  has  some  allusions  implying 
that  Greene  acted  on  the  stage,  and  in  one  passage  cells  him  a  player. 
And  see  the  note  on  Gtorgi-a-Gmnf,  Ou  Pinntr  ofWaJafittd,  infra. — The 
John  Green  who  was  famous  in  clowns'  parts  and  who  gave  his  name  to 
the  play  of  Gnttu's  Tv  Quoqtu,  in  which  he  acted  the  part  of  Bubble,  was 
of  course  a  different  person.  A  poet  of  the  name  of  Thomas  Greene,  author 
of  ^  Potts  yision  and  a  Princt's  Glorit,  is  likewise  to  be  distinguished  from 
the  dramatist.  In  the  passage  in  the  Groaiaworik  of  Wit,  where  Roberto 
describes  his  towa-hfe  and  speaks  of  himself  as  '  famoused  for  an  arch-play- 
making  poet,'  there  is  no  mention  of  his  having  been  a  player. 
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depths  of  d^radation  and  misery  which  they  reveal,  illus- 
trate far  more  effectively  than  the  declamations  addressed 
by  him  shortly  before  his  death  to  the  associates  of  his 
labours  and  of  his  dissipations,  or  than  the  posthumous 
records  of  his  conversion  to  a  better  mind  *,  the  fatal  weak- 
ness and  corroding  vice  that  had  overcome  his  earlier 
impulses  towards  self-amendment.  What  imagination  can 
&il  to  be  powerfully  affected  by  the  account  of  his  last  days, 
given  it  is  true  by  a  hostile  writer*,  but  bearing  on  it  the 
unmistakeable  signature  of  truth?  In  an  illness  brought  on 
by  a  crapulous  surfeit  of '  Rhenish  and  red  herrings,"  he  was 
deserted  by  all  his  friends  *.  Lingering  out  the  remnant  of 
his  days  with  the  compassionate  aid  of  a  shoemaker  and  his 
wife,  he  lay  in  their  house  (in  Dowgate)  unvisited  except  by 
two  women — one  of  them  the  mother  of  his  bastard  son  *, 
Shortly  before  the  end,  having  given  a  bond  to  his  host  for 
ten  pounds  due  to  him,  the  dying  man  wrote  beneath  it  the 
followii^  words,  addressed  to  his  deserted  wife  * :  '  Doll, 
I  charge  thee  by  the  love  of  our  youth,  and  by  my  soules 
rest,  that  thou  wilte  see  this  man  paide  ;  for  if  hee  and  his 
wife  had  not  succoured  me,  I  had  died  in  the  streets.'     The 

'  Viz.  Gnm/sGroatsamrVio/Wit,boughtwUh  a  Million  of  Riptnta¥U»;  Tht 
Riptntana  ofRobtri  Grmu,  which  I  agree  with  Ur.  Bullen  in  concluding  to 
have  been  'edited,'  and  Grttnia  Vision,  which  if  geuimie  wu  probably  made 
up  from  some  earlier  materiBto. 

•  Gabriel  Harvey,  in  his  Fovn  Ltttrra,  and  artaint  Sontitta  :  i^ndally 
touching  Robtri  Grmu  and  oilur parHis,  6y  Mim  abusid,  ic.  (159a]. 

*  Nashe,  who  admitted  having  been  present  at  the  banquet,  which  took 
place  a  month  before  Greene's  death,  protested  in  his  Sirangi  Nanta,  ifc., 
that  'Greene  surfctcd  not  of  pickeld  hearing,  but  of  an  exceeding 
feare  of  his'  [Harvey's]  'familiar  epistles.'  Nashe  was  not  anwous 
to  leave  the  impression  that  Greene  and  he  had  been  very  intimate. — 
I  need  not  here  enter  into  the  question,  whether  Naahe  or  Lodge  was 
intended  by  the  'young  Juvenal'  of  the  vexed  passage  in  the  Groataeorth 
of  Wit.  For  the  arguments  on  both  sides,  see  Fleay,  Engtisk  Drama, 
i.  a6o-i. 

'  Tbis  'was  the  sister  of  the  notorious  bully  '  Cutting '  Ball.  The  passage 
in  the  Groatsuorth  of  Wit  referred  to  in  a  preceding  note  contains  an  unmis- 
takable atlusion  to  both  brother  and  sister. — The  child  was  buried  in  1593, 
under  the  name  of  Fortunatua  Greene^ 

'  This  letter  appears  in  Gabriel  Harvey's  pamphlet ;  and,  in  a  rather 
different  form,  in  Tht  RtpmUma  of  Rabtrt  Gnmt.  A  more  eldxirate  (indeed 
over-ebiborate  and  doubtless  genuine)  epistle  from  Greene  to  bis  wife  was 
appended  to  A  Grtxibworth  qf  fVit. 
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narrator  adds,  that  Greene's  dead  body  was,  in  accordance 
with  his  own  request,  crowned  by  his  hostess*  with  a  garland 
of  bays.  His  posthumous  confessions,  of  which  more 
immediately,  could  not  sensibly  alter  the  impression  made 
upon  all  fair-judging  minds  by  the  all  too  open  record  of 
his  career.  A  violent  assault  was  at  once  delivered  upon 
his  memory  by  Gabriel  Harvey,  whom  in  his  lifetime  he 
bad  attacked  in  his  Quip  for  an  Upstart  Courtier,  and 
wounded  to  the  quick  by  calling  him  the  son  of  a  rope- 
maker,  and  who  now  was  able  to  take  a  full  revenge*. 
'  As  Achilles,'  says  Meres  In  his  PaUadis  Tamia,  '  tortured 
the  dead  body  of  Hector,  and  as  Antonius  and  his  wife 
Fulvia  tormented  the  lifeless  corpse  of  Cicero,  so  Gabriel 
Harvey  hath  shewn  the  same  inhumanity  to  Greene,  who 
now  lies  full  low  in  his  grave.'  Among  the  taunts  launched 
by  Harvey  against  Greene  was  that  of  having  written  for 
bis  livii^.  In  reply  to  his  assailants  Greene's  friends  had 
little  to  say — or  at  all  events  said  little^ — on  his  behalf ;  the 
ablest  advocate  among  his  fellow-dramatists,  Nashe,  made 
the  attempt  ^,  but  seems  to  have  faltered  in  making  it. 
Yet  there  is  wisdom  in  the  question  which  he  puts  to  the 
poet's  enemy,  and  with  which  this  reference  to  a  sickening 
picture  of  sin  and  its  punishment  may  be  fitly  concluded, 
'  Wky  should  Art  answer  for  the  infirmities  of  maners?' 
Were  it  not  that  this  question  implies  an  indisputable 
though  frequently  overlooked  truth,  we  should  indeed  be 
well-advised  if  we  turned  away  from  the  chapter  of  our 
literature  which  contains,  side  by  side  with  the  works,  the 
bic^raphies  of  such  men  as  Greene  and  Marlowe. 

The  date  of  Greene's  death  was  September  3,  1593 ; 
he  was  buried  in  the  New  Churchyard,  near  Bethlehem 
Hospital.  He  was  still  young — at  the  most  thirty-three 
or  thirty-four  years   of  age — when  he  succumbed  to  the 

'  The  good  aoul's  name,  Isam,  boa  been  preserved  by  Gibriel  Harvey. 

*  In  his  Fovte  Ltlltrs,  ic,  already  cited. —Greene's  pamphlet  sgainU 
Harvey  was,  as  Mr.  Collier  showed,  taken  in  substance  from  the  old  Dtbatt 
bttwtn  Prid*  and  Lontlousa  (by  W.  Francis  Thyno).  See  Introduction  to 
Dtbatr,  printed  in  (Old)  Shattspean  Sodtt/s  PubliaitioHS,  164I. 

'  In  his  SiraHgt  tVtuis,  St.  (1593),  afterwards  reprioted  as  Tin  ApologU 
o/Pitra  Ptiiniltsst,  Or  Strttngt  JVeaa,  ie.  (1593). 
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consequences  of  his  moral  weakness.  For  we  must  not 
interpret  literally  his  declaration  in  the  year  before  his 
decease,  that  '  many  yeeres  had  bitten  him  with  experience, 
and  age  was  growing  on '.'  As  in  the  case  of  two  at  least 
of  the  companions  whom  in  his  posthumous  exhortation  * 
he  warned  against  yielding  any  longer  to  temptation — 
Marlowe  and  Peele— the  antic  Death  m^ht  scoff  at  the 
streftgth  of  his  manhood. 

Greene's  fame  in  English  literature  rests  at  least  as  much  Mia  non- 
on  his  prose-tracts  as  on  his  dramas ;  indeed  in  one  of  his  ''™"''"'' 
posthumous  publications  he  describes  it  as  having  originated  and  iiuir 
simultaneously  in  the  popularity  of  his  early  efforts  in  both  "f^l'j^ 
species  of  composition*.     But  while,  as  will  be  seen,  the  pngnss 
number  of  the  plays  which  can  be  with  certainty  ascribed  £„'^'^^ 
to  him  remains  comparatively  small,  he  was  a  most  prolific  drama. 
producer  of  prose-writings  which,  taken  as  a  whole,  a^ure  to 
him  an  unequalled  pre-eminence  in  the  early  history  of  the 
English  novel.    Of  the  thirty  (or  possibly  thirty-one  *)  tracts 
of  which  his  authorship  may  be  regarded  as  established, 
considerably  more  than  half  may  be  classified  as  romantic 
novels  or,   as   we    might   nowadays   call   some   of  them, 
novelettes,  their  interest  being  distributed  between  incident, 
character,  and  style,  and  centrti^  in  the  sovereign  motive 
of  love.     Hence   it  is   manifest   upon  which   sex    Greene 
could  as  a  novelist  most  assuredly  count  as  the  upholders 
and  promoters  of  his  popularity;  and  we  may  accept  the 
conjecture  that  it  was  he  whom  in  the  days  of  his  early 
success  his  contemporary  and  associate  Nashe  designated 

•  Too  much  importBBce  need  not  be  attached  to  a  poet's  mention  of  his 
age.  ThusDekker  apeiks  of  himself  as  an  old  man  when  he  can  hardly  have 
been  more  than  fifty.  (See  Mnnoir,  prefixed  to  vol.  L  of  his  Works,  p.  viii.) 
Gervinus  has  adduced  similar  inslaoces  frotn  Shakspere's  Sontirts  (Ixxiii. 
tl  al.).  In  Coleridge's  touching  lines,  You/A  and  Agt,  the  poet,  though  then 
in  truth  only  thirty-eight  years  of  age,  speaks  of  himself  as  an  old  man. 
Chaucer  has  been  supposed  to  have  wilfully  told  a  blsehold  in  an  opposite 
direction  about  his  age ;  but  the  supposition  is  absurd. 

*  A  Crvalsworth  of  Wit. 

'  See  the  often-quoted  passage  in  Tht  Repttitanct  o/Roberi  Grcnu  (_GioatTt, 
xii.  179-3)  :  '  1  became  an  Author  of  Playes,  and  ■  penner  of  Loue  Pam- 
phlets, so  that  I  soone  grew  famous  in  that  qualite,  that  who  for  that  trade 
growne  so  ordinary  about  London  as  Ro&iH  Gnmt: 

'  IfGnttifa  Vision  be  reckoned  in  the  number. 
VOL.  I.  C  C 
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with  genial  extravagance  as  '  the  Homer  of  women  *.'  In 
style  he  was  a  follower  or  '  legatee '  of  the  author  of 
Eupkues,  whom  in  certain  peculiarities  of  diction  he  imitated 
to  the  very  last  *,  and  whom  on  occasion  he  contrived  to 
excel  in  the  saliency  of  biolt^ical  allusions  that  will  no 
doubt  be  verified  as  the  specialisation  of  this  branch  of 
studies  continues  to  prepress.  In  one  of  his  earliest  works, 
Euphties  his  Censure  to  Pkilautus  (15*17),  he  was  contented 
to  appear  as  a  novice  gleaning  in  the  rear  of  the  car  of 
established  success,  hoping  that  these  loose  papers  of 
Euphues  might  'for  Euphues'  sake'  prove  acceptable'. 
His  Menaphon{\^()),  from  several  points  of  view  one  of  the 
most  interesting  of  his  romances,  bore  the  sub-title  of 
Camillas  Alarvm  to  Slumbering  Euphues  in  his  Melancholie 
Cell  at  Silexedra.  But  the  circumstance  that  this  very 
work  wa^  reprinted  in  later  editions  (posthumous,  no  doubt) 
under  the  title  of  Greene's  Arcadia,  or  Menaphon,  illustrates 
the  fact  that,  both  as  a  novelist  and  as  a  dramatist,  Greene's 
literary  talent  was  not  of  that  subordinate  kind  which  binds 
itself  in  articles  to  a  single  master.  Except  in  the  way  of 
an  occasional  tour  de  force,  he  never  fell  into  complete 
subserviency  to  the  mannerisms  either  of  Euphues  or  of  the 
Arcadia ;  and,  as  compared  with  Lyly  in  particular,  he  vin- 
dicated his  claim  to  a  popularity  of  his  own  by  rarely 
failing  to  command  an  interest  beyond  that  excited  by  the 
predecessor  whose  mantle  he  more  or  less  conspicuously 
wore.  His  loi^  series  of  tales,  although  generally  artificial 
in  manner  and  not  unfrequently  in  sentiment,  are  the  reverse 
of  wearisome,  even  if  subjected  to  an  ordeal  of  consecutive 
perusal  such  as  these  tracts  were  certainly  not  intended  to 
undergo.     His  earliest  prose  fiction,  Mamillia*  (licensed 

*  See  the  pusagc  cited  from  Tht  Atiabtmu  of  AbaurdiHt,  af.  Jusaerand, 
169,  note  a. 

'  See  for  instance  the  alliterative  cadences  in  Tkt  Rtptnitma  of  Robtrl 

Grwem. 

*  In  point  of  bet,  this  piece  is  a  series  of  four  tales,  strung  together  in 
Decameronic  fashion  on  the  device  ofa  SopiiomaMa,  or  pbilosophicaJ  word- 
combat  held  during  a  thirty  days'  inice  in  the  siege  of  Troy  belween  Hector 
and  Achilles,  accompanied  each  by  some  of  the  chief  Trojan  and  Greek  lonU 
and  ladies. 

'  Grosart,  voL  iL 
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1580,  but  not  known  to  have  been  printed  before  1583; 
Part  If,  though  not  known  to  have  been  printed  before 
I593,must  have  been  completed  much  earlier),  was  originally 
modelled  on  Euphues  in  construction  as  well  as  in  style ; 
but  it  possesses  some  intrinsic  interest  as  a  story,  and  the 
transition  from  the  First  to  the  Second  Part,  in  which  the 
constancy  of  the  heroine  is  splendidly  vindicated,  is  managed 
with  a  touch  of  Chaucer's  half-ironical  manner '.  The  story 
of  Gvjydonius,  tkt  Carde  of  Fancie  (licensed  and  printed  in 
I5ti4^),  of  which  the  style  with  its  alliteration  and  'natural 
history'  similes  is  thoroughly  Euphuistiq  the  plot  with  its 
Rustem  and  Sohrab  d/noueinent,  is  both  lucid  and  telling, 
although  interspersed  with  a  great  amount  of  incidental 
love-making,  and  contains  an  element  of  personal  interest 
in  the  reference  to  the  jeimesse  orageuse  of  the  hero*. 
Arhasto  (licensed  1584)*,  in  style  extremely  Euphuistic, 
is  in  construction  clear  and  effective.  Only  a  very  few 
characters  divide  among  them  the  interest  of  this  tale  of 
a  hopeless  conflict  between  a  love  which  springs  from 
passion,  and  an  attachment  su^csted  by  self-interest  and 
gratitude '', 

*  The  supplementary  Anaiotnit  of  Lootrs  FJtttUritt  (fb.,  pp.  353  seqq.), 
while  HttestiDK  the  popularity  of  the  work.  remiDds  the  reader  of  those 
reviews  of  suitors  of  which,  perhaps  in  alluaion  to  an  august  analogy,  the 
Qisabethans  were  so  fond,  and  of  which  the  scene  between  Portia  and  Nerissa 
furnishes  the  most  famUiar  exampia  In  Sylandni's  case  the  Englishman, 
a  gentleman  of  great  wit  but  very  small  wealth,  wins  the  day.  Greene,  bb 
■  literary  patriot,  was  quite  up  to  Lyl/s  mark. 

'  GrosBTt,  voL  iv. 

*  CleophoDtcs'  advice  to  bis  son,  wben  about  to  travel,  recalls  after  a 
fashion  the  admonitions  of  Polonius  to  Laertes.  This  novel,  curiously 
enough,  contains  an  exhortation  of  ■  not  very  dissimilar  kind  from  King 
Odanio  to  an  honoured  old  Widdowe,  named  Hadam  Hetytta,  niiom  he 
entrusts  with  the  supervision  of  bis  daughter  Castanio. 

*  The  'monstrous  and  mercilesse  slaughter'  of  all  but  the  whole  of 
Arbasto's  army,  fifty  thousand  strong,  is  merely  a  passing  inddent — 1  have 
□ot  thought  it  necessary  to  refer  to  Moramio,  Uu  TriiamtroM  of  Lout  (two 
P>itSi  IS84~7)>  because  it  really  contains  nothing  but  a  series  of  discourses 
(deadly  dull  to  a  modem  reader)  on  bvourite  proUcms  concerning  Love 
and  Friendship,  althongh  an  attempt  is  made  to  introduce  a  penonal  interest 
by  meani  of  a  love-affair  between  two  of  the  inter! ocutol?.  Nor  need 
I  speak  of  T/u  Prmafy  Mirrour  of  PetHts  MoAalit  (1564),  which  though 
Dairalive,  is  merely  a  long  drawn-out  version  of  the  Scriptural  story  of 
Susanna  and  the  Elders.   Both  these  pieces  arc  reprinted  in  Groaart,  voL  iii. 

cca 
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Plemetomackia  {1585)'  is  made  up  of  a  framework  of 
elaborate  futility,  and  two  tragedies,  i.e.  stories  ending 
unhappily — the  one,  told  by  Venus,  a  rather  clumsy  tale  of 
a  feud  of  the  Capulet-and- Montague  type,  the  other,  related 
by  Saturn,  a  more  effective  and  better  told  treatment  of  the 
Hippolytus-and- Phaedra  motive,  the  scene  being  here  laid 
in  Egypt".  In  Penelope's  Web  {1587) ',  a  light  but  graceful 
device  (Penelope  endeavours  to  keep  her  maids  awake  by 
discourse,  while,  herself  sleepless,  she  sits  at  her  web),  knits 
t<^ether  three  ancient  instances  showing  obedience,  chastity, 
and  silence  to  be  the  cardinal  virtues  of  a  wife  *.  Eupkues  his 
Censure  to  Pkilautus  (1587)"  is,  as  has  been  already  seen, 
constructed  on  similar  lines ;  but  io  Perimedes  the  Black- 
Smitk  (1588),  to  which  is  prefixed  an  introductory  Salu- 
tation to  the  Gentlemen  Readers  containing  the  reference 
already  noticed  to 'the  Atheist  Tamhurlan*',  the  manner  of 
the  framework  is  pleasantly  varied,  and  the  three  love- 
stories  are  narrated  by  a  simple  blacksmith  of  Memphis 
and  his  old  wife  Delia,  who  has  declined  to  pass  the 
evening  over  a  pair  of  cards  ^.  The  first  of  these  stories 
concerns  a  very  melancholy  Mariana,  to  whom  however 
her  children  are  restored  at  the  last.  A  still  greater 
interest  attaches  to  Pandosto,  the  Triumph  of  Time 
(licensed  in  1588)',  of  which  the  later  editions  bore  the 

'  GrosBTt,  vol.  V, 

'  Eliaabethan  Egypt ;  for,  after  King  Psammeticbus  has  aummoned  ■  par- 
liament to  proclaim  RItodope  his  Queen,  prince  Philarkos  Tails  in  love  with 
■lis  stepmother  after  watching  her  at  barritts.  •  Gmsart,  vol.  v. 

*  The  foliage  of  historical  precedents,  illustrations,  and  comparisons  in 
these  tales  overahadovrs  the  stories  themselves,  though  they  are  intrinsically 
not  uninteresting ;  and  Penelope  shows  herself  well  acquaioted  with  Roman 
history  in  particular. 

'  Grosart,  vol.  vi. — Dr.  Herford,  «.  s.,  i66  stqq.,  has  some  suggestive 
remarks  on  the  possible,  or  probable,  influence  of  the  Trojan  framework 
of  this  tract  upon  Shakspere's  (shall  we  say)  modem  treatment  of  the  story 
of  TroSut  and  Cresada,  '  CI.  a«ti,  p.  391. 

*  Cf.  tutlt,  p.  373,  note  a.  The  occurrence  in  this  tract  of  the  names 
Delia  and  Sacrapant  is  curious,  inasmuch  as  the  framework  has  ■  certain 
resemblance  to  that  of  TI14  Old  Witts'  TaU.     See  also  below. 

*  Grosart,  vol.  iv, — Dyce  reprinted  the  story  in  his  Inhoduction,  and  tt 
has  been  since  reprinted  in  Collier's  Shaiesptart't  Library.  The  tale  was 
many  times  reprinted  in  the  seventeenth  and  in  the  early  part  of  the 
eighteenth  century,  and  was  twice  translated  into  French. 
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running  title  of  Dorasins  and  Fawnia.  In  this  novel, 
as  is  well  known,  Shakspere  found  the  substance  of  the 
plot,  together  with  the  suggestion  of  the  principal  char- 
acters of  his  Winter's  TaU^.  There  is  no  reason  to  doubt 
that  the  story,  the  ingenuity  of  which  is  admirable,  was 
due  to  Greene's  own  inventive  power ;  and  though  the  con- 
trast between  '  modelling  the  clay '  and  '  adding  the  soul '' 
may  be  warranted  in  itself,  the  labour  of  the  earlier 
writer  was  not  all  mechanical.  The  pastoral  fragrance  of 
the  loves  of  Perdita  and  Florizel  is,  to  be  sure,  wholly 
wanting  in  the  novel — although  in  one  of  his  own  dramas 
Greene  was  to  prove  himself  capable  of  imparting  to  a  not 
dissimilar  episode  something  of  the  same  charm*;  and 
he  unfortunately  introduces  into  this  part  of  his  tale  an 
unpleasant  motive  *.  But  the  story  is  far  less  lengthy  than 
are  the  majority  of  Greene's  prose  fictions,  its  character  is 
essentially  narrative,  and  the  rhetorical  element  is  kept 
under'.  Its  extraordinary  popularity  was  thus  in  my 
judgment  by  no  means  only  due  to  the  exquisite  fruit 
which  it  bore  in  the  shape  of  its  imperishable  dramatic 
adaptation. 

Passii^  by  Alcida,  Greenes  Metamorphosis  (licensed  in 
1588),  the  component  stories  of  which  are  linked  tc^ether 
as  the  confidences  concerning  herself  and  her  daughters  of 
a  stranded  old  lady",  we  come  to  Menaphon,  of  which  the 

'  The  dtnonemtHl  of  the  living  statue,  so  charmingly  imagined  by  Shak- 
spere, is  waoting  in  the  novel,  where  the  injured  Queen  dies  on  receipt  o( 
the  false  news  of  her  son's  decease,  just  when  her  innocence  has  been 
ettablished,  and  her  husband  is  seeking  to  obtain  her  forgiveness.— The 
charictera  of  Paulina  and  Autolycus  are  ^nent  from  the  novel;  and  the 
humour  of  Ihe  old  shepherd's  visit  to  Court  can  hardly  be  said  to  be  even 
(aintly  suggested  in  iL 

*  Jusserand,  «.  a.,  p.  179. 

*  See  below  as  to  Friar  Bacon  and  Friar  Bungay. 

'  The  passion  of  King  Egistus  for  his  own  daughter,  when  unknown  to 
him  as  such.  There  con  be  less  objection  to  King  Pandosto's,  equitably 
enough, '  blling  into  a  melancholic  fit,  and  to  close  up  the  Comedie  with 
a  Tragical!  atratagemc,  slaying  himself.'— Egistns'  discovery  that  the 
maiden  is  loved  by  his  son,  is  called  a  '  comicall '  event 

■  Except  in  the  cup-bearer  Franion's  Euphuistic  discussion  of  the  case  of 
conscience,  whether  be  shall  poison  his  sovereign's  guest  or  enrage  his 
sovereign  by  refuung  to  meet  bis  wishes. 

'  Grosart,  vol.  iz. — Gmmf's  Mttatnorphosia,  it  may  be  noted,  has  nothing 
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earliest  extant  edition  bears  date  1S^(),  and  which  was 
republished  in  several  later  editions  under  the  first  title  of 
Gretnes  Arcadia^.  Apart  from  the  curious  literary 
allusions,  noticed  elsewhere,  contained  in  Nashe's  Letter  to 
the  GentUmen  Students  of  both  Universities  prefixed  to  this 
novel,  it  possesses  a  twofold  special  interest  for  students  of 
Greene's  literary  career.  In  the  first  place,  it  represents 
the  deliberate  invasion  of  Arcadia  by  this  facile  worker,  to 
whom  Sidney's  occupation  of  a  new  literary  territory  seemed 
neither  to  be  prohibitive  of  competition  nor  to  require 
a  more  than  allusive  acknowledgment*.  Secondly,  the 
lyrics  introduced  into  the  text  of  this  story  form  a  feature 
which  though  not  absent  from  his  previous  prose  fictions, 
had  not  been  prominent  in  them  ;  these  lyrics  include 
Samela's  charming  lullaby  to  her  infant'.  Although  the 
plot  of  the  tale  is  obscured,  not  by  any  intricacy  in  itself, 
but  by  the  rather  inverted  order  in  which  it  is  worked  out, 
the  narrative  is  on  the  whole  fresher  in  manner  than  most 
of  Greene  s  productions,  and  the  work  is  entitled  to  rank 
high  amot^  English  pastoral  romances*.  In  the  style 
neither  of  this  piece,  nor  of  its  successor  Ciceronis  Amor, 
Tutlies Love^,vih\c\i  first  appeared  in  i5**9and  was  likewise 
frequently  reprinted,  is  the  Euphuistic  element  particularly 
prominent.  TuUies  Love,  by  the  apposite  longwindedness 
of  its  manner  and  the  excessive  nobility  of  its  sentiments, 
seems  almost  to  carry  us  beyond  the  Arcadian  type  of 
romance  into  the  Grand  Cyrus  style  of  a  later  generation, 
to  which  no  doubt  Greene  would  have  been  found  ready  to 
adapt  himself.  Few  of  his  compositions  exhibit  him  in  a 
more  flexible  mood*.     It  cannot  be  said  that  he  surpassed 

Co  do  with  Greene's  Mtlanoia  ;  the  tales  end  with  actual  metamorphoses, 
more  or  less  symbolical,  but  perfunctoty, 

'  Grosart,  voL  vi, 

*  The  name  of  Samela  must  have  been  intended  as  a  reminiscence  of 

'  'Weep  not  my  wanton,  smiie  vpon  my  knee; 
When  thou  art  olde,  ther's  grief  inough  for  Ihee.' 
'  The  late  Mr.  R.  Simpson's  attempt  (m.  s.)  to  identify  the  shepherd 
Doron  in  this  tale  with  Shakspere  is  inadmissible.     Mr.  Fleay  is  clear  that 
the  person  satirised  was  Kyd.  '  Groaart,  voL  vii. 

■  In  the  eaHier  part  of  the  story  Lenlulus'  love-making  to  Tarentia  is 
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himself  in  Orpharton  (apparently  published  in  1590^),  the 
framework  of  which  places  the  author  and  his  readers  among 
the  gods  and  goddesses  of  Olympus,  whom  Orpheus  and 
Orion  entertain  with  tales  of  no  humanly  attractive  sort  ^. 
The  'Venetian  fiction'  oi  PkUomela^,  on  the  other  hand, 
which  Greene  published  in  the  year  of  his  death  with 
a  dedication  to  Lady  Fitzwater  (hence  its  second  title 
Lady  Fitmvaters  Nightingale),  seems  to  have  been  com- 
posed at  an  earlier  date.  This  tale  of  a  husband's  insane 
jealousy  and  a  wife's  heroic  constancy,  unless  it  was  derived 
directly  from  an  Italian  source,  was  modelled  on  Italian 
examples,  nor  is  the  southern  hardness  of  the  harrowing 
narrative  redeemed  by  any  tender  touch  of  unconscious 
pathos. 

A  word  must  be  added  as  to  the  much  smaller,  but 
specially  interesting,  group  of  Greene's  prose-writings,  in 
which  his  own  experiences  are  put  to  a  more  or  less  direct 
literary  use,  more  especially  as  they  too  in  their  way  dis- 
tinctly contributed  to  the  early  progress  of  the  English 
novel.  To  this  group  belong  Gremds  Mourning  Garment 
(thought  to  have  been  published  in  1590,  the  year  in  which 
it  was  licensed),  and,  more  markedly,  his  Neuer  too  late,  or 
a  Powder  of  Experietue  {1590),  of  which  the  Second  Part, 
describing  Francesco's  return  to  his  faithful  wife  Isabella, 
is  in  a  double  sense  of  the  term  fiction,  and  the  posthumous 
Groatsworth  of  Wit  bought  with  a  Million  0/  Repentance 
(159a),  with  the  story  of  Roberto,  whose  life,  says  the  author, 
'  in  most  part  agreeing  with  mine,  found  one  selfe  punishment 
as  I  have  done^.'    It  need  not  be  held  to  include  those  tracts, 

carried  on  both  in  verse  and  in  prose,  and  in  Latin  as  well  as  in  Eniclish. 
The  gallant  soldier  asks  the  accomplished  orator  to  write  his  love-letteis  for 
him,  with  disastrous  consequences,  which  he  magnanimously  accepts,  to  his 

'  Grosart,  vol.  liL 

'  In  the  eariier,  a  cruel  lady  starves  her  vmliant  lover  to  death;  in  the 
second,  a  kinder  heroine  exposes  her  adorer  to  a  similar  trial,  but  ends  it 
'  comically.' 

'  Grossrt,  vol.  xi. 

'  'The  GroahaoM  o/WH vaa  published  in  159a,  after  Greene's  death, 
by  Henry  Chettle.  It  is  reprinted  in  Shak^itrt  Alluaon  Books,  Part  i, 
edited  for  the  New  Shakspere  Society  by  the  late  Dr.  Ingleby,  iB^^.    To 
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in  which  Greene  chose  to  bold  himself  up  in  his  own  person 
as  an  instructive  or  warning  example  of  folly  and  vice ;  the 
Farewell  to  Folly  (1591  ^J,  obviously  furbished  up  from 
a  manuscript  of  less  retrospective  days,  might,  except  for 
this  later  'gloss,'  have  been  frankly  included  among  the 
compositions  modelled  on  the  Decameronic  scheme.  A 
special  interest  attaches  to  the  framework  of  this  piece,  as 
including  '  wit-combats '  of  very  probably  undying  sug- 
gestiveness '.  Tke  Repentance  of  Robert  Greene,  on  the 
other  hand,  is  in  substance  as  well  as  in  profession  didactic. 
In  the  Vision  Gower  and  Chaucer  each  contribute  a  tale ; 
but  the  genuineness  of  the  framework  is  open  to  serious 
doubt.  I  pass  by,  as  of  quite  secondary  importance  for  our 
purpose,  those  among  Greene's  non-dramatic  publications 
which  are  merely  pamphlets  on  topics  of  political  interest 
or  of  contemporary  social  scandal  ^.  But  Greene's  infusion 
of  a  personal,  and  therefore  strongly  realistic,  thread  into 
the  texture  of  his  fictions  is  not  to  be  neglected  in  estimating 
the  sources  of  their  effectiveness.  I  should  not  have  gone 
out  of  my  way  (as  it  may  seem)  to  notice  them  in  this 
place,  were  it  not  that,  in  the  words  of  Dr.  C.  H.  Herford, 
they  '  were  for  his  English-speaking  contemporaries  the 
most  considerable  body  of  English  narrative  which  the  lan- 
guage yet  contained,'  and  together  with  the  contemporary 
prose  fiction  of  Lyly  and  Sydney,  Lodge  and  (in  one  notable 
work)  Nashe  *,  either  actually  formed,  or  indicated  in  kind, 
a  considerable  part  of  the  material  of  the  Elisabethan 
drama.     They  thus  rendered  to  English  dramatic  literature 

the  pnSMge  in  this  tract  concerning  Shakspere,  and  to  Chettle's  vindication 
of  the  latter  in  the  same  year  froRi  the  asperaions  he  had  thus  helped 
to  cast  upon  him,  1  shall  have  repeated  cKCasions  for  returning.  Ihe 
Gnxttsv/orOi  long  continued  DOIonous.    See  Jonson's  Epkotta,  iv.  a. 

'  Grosart,  vol.  ix. 

'  See  Hirford,  u.s.,  183,  «s  to  Benedict  (in  Uudi  Ado  about  Nolhiiig), 
whom  I  do  not  think  it  is  at  all  'going  too  tar  to  attempt  to  attach'  to 
Benedetto  in  Greene's  tract. 

*  T/u  Spanish  Maaqtiwrado  (1589]  was  generated  by  the  affaha  that  was 
supposed  to  have  dissipated  the  Spanish  Armada.  The  '  Conny-catching ' 
scries  (1591-a),  in  so  far  as  it  can  be  brought  home  to  Greene,  concerns 
students  of  his  writings  chiefly  from  a  biographical  point  of  view,  which 
cannot  be  further  pursued  here. 

*  Tht  Uttjorbmait  TravtUtr  {y.  in/hi). 
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the  inestimable  service  of  bringing  it  into  living  contact, 
not  only  with  many  of  the  chief  interests  or,  as  we  should 
nowadays  call  them, '  problems '  of  the  times,  but  also  with 
the  presentments  of  these  by  quickly  impressionable  agents 
in  literary  forms  even  more  readily  responsive  and  reflexive 
than  its  own.  Greene's  services  to  the  prc^ess  of  our 
drama  wotjld  therefore  be  very  imperfectly  measured  by 
his  own  dramatic  writings,  of  which  I  now  proceed  to  add 
a  rapid  survey. 

The  chronolt^ical  sequence  of  Greene's  plays  cannot  be  Aiplumsua, 
accurately  determined,  and  we  are  therefore  at  liberty  to  ^^^ 
follow  Mr.   Fleay  in   mentioning  first   among   them   Tke  {btfan 
Comicaii  History  of  Alpkonsus,  K ing  of  Arragon.     Greene,  '^'* 
both  as  a  dramatist  and  as  a  novelist,  was  a  man  of  many 
styles ;   yet  it  was  not  less  characteristic  of  him  that  he 
could  as  a  rule  keep  well  within  the  manner  imitated,  and 
refrain  from  exaggerating  what,  to  be  sure,  often  required 
no  exaggeration.    In  Alpkonsus,  King  ofArragon,  he  unmis- 
takeably  set  himself  the  task  of  rivalling,  in  all  probability 
on  the  stage  of  the  same  theatrical  company,  the  Tambur- 
laine  of  Marlowe,  known  to  have  been  produced  in  1587  ^ 
If  in  addition  we  accept  the  ingenious   conjecture  which 
supposes  this  very  play  of  Greene's  to  be  alluded  to  by 
Peele,  in  direct  association  with  Tamburlairu,  in  a  popular 
set  of  verses  which  appeared  in  1589',  the  uncertainty 
surroundii^   the  early  date  of  Alphonsus  will   be  much 
reduced.     Greene's  play  resembles  Tamburlaine  in  subject 

'  See  Fleay'a  Lift  0/ Shdaiptart,  96-7. — Tbc  supposition  that  Alphoiaus 
preceded  Tatnlmrlaini  can  hardly  be  maintained  in  cHmest. 

*  la 'the  ^ri>T»XcAFana>ilIaAiraacA  To  Ihtjamotts  and fbrhmaUGtttiraUs 
of  OUT  EttgliahfiiTaa,  Sir  John  Norris  and  Sir  FmHcU  DmJn,  Kf^itt,  and 
all  thiir  bravt  and  raolHUfollowtn,  he  appenla  to  them  to 
'  Bid  theatres  and  proud  tragedians, 
Bid  Mahomet's  Poo  and  mighty  Tamburlaine, 
King  Charlemagne,  Tom  Slukely,  and  the  rest, 

Hahonet's  '  Poo '  or  '  Pow '  is  supposed  by  Fleajr  and  others  to  refer  to 
Mahomet's  head  which,  as  is  noted  in  the  text,  plays  a  port  in  AlpkoHsia. 
The  coDJecture  is  not  absolutely  convincing,  though  decidedly  better  than 
Hitford'*  reading  '  Hahomet,  Scipio,'  (A  Sdpio  Africanu*  was  acted  at 
Whitehall  by  the  children  of  St.  Paul's  in  the  year  1580,  aad  there  may  of 
course  have  been  other  plays  of  the  name.) 
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as  well  as  in  treatment,  being  in  fact  a  stirring  dramatic 
rehearsal  of  a  series  of  conquering  successes,  in  this  case 
unbroken  by  catastrophe^.  Hence  it  is  called  'comical,' 
i.e.  ending  happily ;  we  learn,  however,  from  the  concluding 
speech  of  Venus  ^,  that,  as  in  the  case  of  Tamburlaine, 
there  was  to  have  been  a  Second  Part  of  the  play.  Even 
within  comparatively  restricted  limits,  however,  Greene  ran 
his  model  close ;  thus,  the  famous  yoke  of  captive  kings  is 
fairly  matched  by  Alphonsus  in  his  chair,  distributing  crowns 
like  so  many  baubles  ^.  Regarded  as  a  work  of  which  the 
accumulated  interest  is  epical  rather  than  dramatic,  Kifig 
Alpkonstts  cannot  be  described  as  other  than  elective,  and 
the  prepress  of  the  action  is  so  managed  as  to  rise  gradually 
in  interest  with  the  magnitude  or  difficulty  of  the  deeds  of 
its  hero.  It  presents  a  noble  confusion  of  the  associations 
of  different  religious  systems,  subjugated  by  a  free  use  of 
allusions  derived  from  Graeco- Roman  mythology;  and  the 
charms  of  a  pseudo-classical  Medea  are  grotesquely  inter- 
mingled with  the  oracles  of  Mahomet,  convey  (no  doubt 
with  a  remembrance  of  the  popular  tradition  of  Friar 
Bacon)  through  a  brazen  head ;  while  the  prologue  and  the 
connecting  choruses  are  spoken  by  Venus,  who  both  at  the 
beginning  and  at  the  end  of  the  play  holds  converse  with 
the  Muses.  The  stage-directions  arc  numerous,  and 
incidentally  instructive  as  to  the  simplicity  of  the  arrange- 
ments which  rendered  possible  a  succession  of  such  scenes  of 
combat  as  make  up  the  staple  of  this  play ;  at  the  close  we 
find :  '  Exit  Venus,  or,  if  you  can  conveniently,  let  a  chair 
down  from  the  top  of  the  stage  and  draw  her  up,'    Childish 

'  1  preaurae  the  achievements  of  Alfonso  I.  of  Aragon  and  Navarre, 
sumamed  'the  Battler,'  to  have  formed  the  substance  of  Greene's  tragedy, 
doubtless  through  the  medium  of  some  {translaleJ)  chronicle  which  I  am  not 
prepared  to  specify.  '  Alphonsus,  the  Prince  of  Aragon,'  is  mentioned  at  the 
outset  of  the  Dedication  of  TMe  Caixit  of  Fount  (1587), — an  additional  indi- 
cation that  Greene  was  about  that  time  interested  in  the  subject  of  the 
King's  exploits. 

*  '  Meantime,  dear  Huses,  wander  you  not  far 
Forth  of  the  path  of  high  Parnassus'  hill ; 
That,  when  I  come  to  Gnish  up  his  life, 
You  may  be  ready  to  succour  me.' 
•  A«  iii. 
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as  is  the  whole  process  of  the  action,  partly  in  consequence 
of  the  very  variations  of  movement  which  the  fancy  of  the 
author  has  introduced  into  it,  yet  the  effect  produced  is 
not  altogether  inadequate  to  the  design  of  impressing  the 
audience  by  the  strangeness  and  grandeur  of  the  subject. 

The  Historie  of  Orlando  Furioso,  one  of  the  Twelve  Peeres  OHanda 
of  France,  was  acted  previously  to  the  date  of  the  earliest  ^I^|f 
known  impression  of  the  play  in  the  shape  in  which  it  was  159" )- 
performed  before  the  Queen  {1594);  very  probably  it  xraa 
produced  even  earlier  than  1591 '.  It  is,  of  course,  founded 
on  Ariosto's  famous  poem,  the  first  edition  of  Sir  John 
Harington's  version  of  which  bears  date  1591 ;  but  the 
dramatic  adaptation  deals  very  freely  with  the  romantic 
epos  that  served  as  its  original.  Collier,  who,  no  doubt 
correctly,  considers  the  play  to  have  been  '  if  not  the 
first,  one  of  Greene's  earliest  dramatic  productions,'  rather 
contemptuously  describes  the  object  of  its  author  as  having 
been  'to  compound  a  drama,  which  should  exhibit  an 
unusual  variety  of  characters  in  the  dresses  of  Europeans, 
Asiatics,  and  Africans,  and  to  mix  them  up  with  as  much 
rivalship,  love,  jealousy  and  fighting  as  could  be  brought 
within  the  compass  of  five  acts.'  He  allows  that  the 
impression  may  inadequately  represent  the  author's  copy ; 
but  even  so  I  am  not  sure  that  the  description  quoted 
conveys  a  fair  estimate  either  of  the  character  or  of  the 
purpose  of  the  play.  For  the  action  of  its  lightly-strui^ 
succession  of  scenes  is  after  all  arranged  with  sufficient 
perspicuity,  nor,  speaking  comparatively,  is  there  any  excess 
of  extravagance  in  the  details  of  the  composition — save  in 
certain  passages,  such  as  the  dying  speech  of  the  wicked 
Sacrapant,  whose  false  devices  prove  the  cause  of  Orlando's 
madness*.  The  opening  scene,  in  which  the  several  suitors 
of  fair  Angelica  declare  their  love  and  elaborately  establish 
their  claims,  has  a  certain  effective  richness ;  but  the  more 

>  S«e  Flcay,  Englisk  Drama,  i.  363,  and  cT.  Collier,  u.  509. — I  cannot 
■tUch  much  value  to  the  lupposed  identiflcation  of  this  play  with  the 
Ckarlrmagtu  referred  to  by  Peele  in  the  passage  died  ante,  p.  393,  note  a. 

>  The  name  of  Sacrapant  recurs  in  Pecle's  Tht  Old  Ww^  Tall,  vibxt:b.  aa 
both  Oyce  and  Fleay  have  pointed  out,  eontaios  ampler  rentiniscencea  of 
Greene')  Hialork.    Cf.  also  atilt,  p.  sSfi,  note  ^. 
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important  incident  of  the  madness  of  Orlando  is  presented 
without  the  requisite  power  of  exposition.  The  diction  of 
the  play  is  ornamented  with  the  usual  redundance  of 
imagery ;  and  the  versification,  though  under  the  control 
of  no  master-hand,  is  by  no  means  so  irredeemably  ob- 
noxious to  the  charges  of  '  tameness,  lameness,  and  same- 
ness '  as  Collier  would  have  us  to  suppose.  Latin  as  well 
as  Italian  quotations  wantonly  intermingle  with  the  English 
text  •. 
«-  A  far  more  noticeable  production  than  the  foregoing  is 

ait  and  j-^  Honourable  History  of  Friar  Bacon  and  Friar  Bungay, 
(1589}-  which  may  with  a  reasonable  degree  of  certainty  be  con- 
cluded to  have  been  produced  subsequently  to  the  two 
plays  previously  noticed,  and  to  date  from  the  year  1589'- 
The  internal  evidence  is  strong,  though  not  irresistible,  that 
the  composition  of  this  play  was  due  to  the  success  achieved 
by  Marlowe's  Doctor  Faustus ;  and  this  conclusion  is 
corroborated,  although  not  raised  to  certainty,  by  the 
occurrence  of  hostile  allusions  to  Marlowe  in  prose  tracts 
by  Greene  assignable  to  the  very  period  in  question '.  It 
would  however  be  a  mistake  to  regard  Greene's  play  as 
a  deliberate  endeavour  to  outvie  Marlowe's  on  its  own 
ground.  Supposing  Friar  Bacon  to  have  been  produced  in 
close  sequence  upon  Doctor  Faustus,  we  may  rather  look  upon 
it  in  the  light  of  an  attempt,  made  in  conformity  with  the 
flexible  and  facile  talent  of  its  author,  without  loss  of  time 
to  follow  up  a  vein  that  had  proved  its  popular  effectiveness, 

*  Id  the  Appendix  to  bis  Mtmoits  of  Edward  Atl^nt  {ShalitaptaTw 
Socuiys  FubUcations,  1841)  Collier  printed  a  large  portion  of  the  orig-iuil 
part  of  OHando,  supposed  lo  have  been  transcribed  by  the  copyist  of  the 
theatre  for  the  origioal  actor  (Alleyn),  with  the  'cues'  regulariy  marked, 
according  to  the  practice  observed  by  theatrical  transcribers  down  to  the 
present  day. 

*  See  Mr.  Flesys  Apptndix  B  to  the  IntroduetioH  to  my  edition  of  this 
play  and  Marlowe's  Dodor  Faustus,  second  and  third  editions,  Oxford,  t8B6 

'  CC  Ptrimtda  Iht  BlaASmak  (1588)— see  the  preliminary  Address 
To  tilt  GtnSrmtn  Riadtrs;  and  MmaphoH  (15S9),  the  very  title  of  which 
is  taken  out  of  Tamburiaiiu,  while  Che  text  cod  tains  an  allusion  to 
Marlowe's  parentage  and  native  city.  Passages  in  Nashe's  address 
To  Uu  Gtniltmm  Studtnia  of  both  Uiatitrsitits  are  likewise  directed  against 
Marlowe's  play. 
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and  to  take  the  opportunity  of  dealing  a  lively  hit  or  two  at 
the  work  of  his  predecessor  that  might  enhance  the  success 
of  his  own.  There  is  no  question  here  of  parody,  or  even 
of  plagiarism  ;  but  Greene  was,  I  think,  desirous  of  showing 
that  just  as  his  English  magician  was  capable  of  check- 
mating mere  German  professors  of  his  art-  on  their  own 
ground,  so  an  honest  English  story  of  the  Black  Art  could 
hold  its  own  against  imported  German  tales  of  devilry.  In 
any  case,  it  should  be  remembered  that  the  magic  of  Friar 
Bacon  and  his  brother-practitioner  with  the  Suffolk  patro- 
nymic, but  likewise  of  historic  Oxford  fame,  are  hardly  to 
be  regarded  as  constituting  the  essential  subject  of  the  plot 
of  Greene's  play,  in  the  sense  in  which  the  figure  of  Doctor 
Faustus  absorbs  in  itself  the  interest  of  Marlowe's  tragedy. 
So  far  as  this  part  of  Greene's  Historie  is  concerned,  it  is 
founded  on  a  prose-tract  of  his  own  age,  entitled  The 
Famous  HistorU  of  frier  Bacon :  containing  the  wonderful 
things  that  he  did  in  his  life:  also  the  Manner  of  his  death, 
with  the  Lives  and  Deaths  of  the  two  Conjurers,  Bungye 
and  Vandermasf^.  The  writer  of  this  book  was  probably 
no  stranger  to  the  German  popular  story-book  of  Doctor 
Faustus  or  its  English  version,  but  his  materials  were  in 
main  drawn  from  the  native  traditions  which  made  up  the 
popular  conception — or  misconception — of  Roger  Bacon's 
interesting  personality.  These  are  quite  uncritically  trans- 
ferred into  the  play,  towards  the  close  of  which  Friar  Bacon 
breaks  his  magic  glass  and  announces  his  intention  to  with- 
draw into  the  penitential  retreat  in  which,  according  to  the 
story-book,  he  spent  the  last  two  years  of  his  life.  The 
more  attractive  part  of  the  action,  however,  is  that  con- 
cerned with  the  love  of  Edward  Prince  of  Wales  (after- 
wards  King  Edward  I)   for  Margaret,  '  the  fair  Maid  of 

'  Reprinted  in  vol.  ii.  ofThomi'  Eariy  Prost  Romanra,  and  elsewhere. — 
The  Mtremely  ple«sing  Friar  BaioH's  Proplusii:  a  Satirw  on  iht  Digtiitraty 
of  Ik*  Timts  (printed  1604,  and  edited  Tor  the  Percy  Society  by  the  Ute  Hr. 
HBlliwell-Pbillips,  1844]  has  no  connexion  with  the  stocy  of  the  Friar  and 
his  Brazen  Head  except  in  ilj  title,  which  was  doubtless  only  adopted  in 
order  to  give  popularity  to  the  poem.  The  old  story-book  must  have  long 
retained  its  reputation ;  '  Buogy's  dog '  is  mentioned  in  Ben  Jonson's  TaU 
D/ar«6(.633  .ii.  i- 
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Fressingfield  ^'  and  daughter  of  the  keeper  there.  Mar- 
garet's affections  are  captured  by  Edward's  proxy  wooer, 
the  Earl  of  Lincoln — a  notion  familiar  to  Elisabethan  as 
well  as  to  more  recent  poetry  *.  The  scenes  in  the  Suffolk 
village  are  written  with  a  loving  band ;  they  are  pervaded 
by  a  delightful  air  of  country  freshness,  not  to  be  found  in 
the  works  of  any  of  Greene's  fellow- dramatists  save  one,  and 
there  is  much  idyllic  beauty  in  the  picture  of  the  maid,  so 
'  lovely  in  her  country-weeds.'  From  '  the  country's  sweet 
content 'we  are  transplanted  amidst  the  academic  pertur- 
bations of  Oxford,  and  are  introduced  to  the  magic  studies 
of  Friar  Bacon  in  his  cell  at  Brasenose.  The  description  of 
Oxford  has  been  often  quoted ;  its  earlier  lines  exemplify 
the  poetic  license  habitual  to  Greene,  who  in  matters  of 
illustrative  statement,  airily  ignored  mere  questions  of  fact : 

'Emperor.  Trust  me,  Plantagenet,  these  Oxford  schoob 
Are  richly  seated  near  ihe  river  side  : 
The  mountains  full  of  fat  and  fallow  deer, 
The  battling  pastures  laid  with  kine  and  flocks, 
The  town  gorgeous  with  high-built  Colleges, 
And  scholars  seemly  in  their  grave  attire, 
Leamid  in  searching  principles  of  art. 
What  is  thy  judgment,  Jacques  Vandermast  f ' 

To  which  Vandermast,  a  German  philosopher  whose  name 
was  probably  invented  by  Greene  without  much  thought  of 
High  and  Low  German  distinctions',  and  whom  we  are  to 
suppose  the  Emperor  to  have  brought  with  him  to  Oxford 
with  the  intent  of  confounding  the  wisdom  and  the  self- 

'  This  pretty  title  is  appended  to  her  name  in  a  sta^- direction  of  the 
edition  of  1599.  Conpare  '  Iht  Fair  Maid  t^  MandutttT,'  the  bertdne  of 
Fair  Em. 

'  It  occurs  in  i  HtMry  VI,  where  Suflblk  wooa  Mwgaret  for  the  King— 
and  for  himself;  in  Fain  Em,  where  Lubeck  finds  himaelf  in  a  similar 
dilemma,  but  prefeis  the  dHims  of  friendship  to  those  of  love:  in  A  Ktaek 
to  itHDiu  a  ATnaiw  (printed  1594),  and  in  Lord  Orrery's  Tkt  Hittory  0/ HtHty  V, 
where  Bgaio  Owen  Tudor  loyally  renounces  his  passion  for  the  Princess 
Catherine  in  Che  interests  of  his  sovereign.— In  later  literature,  Long- 
fellow's treatment  of  the  theme  in  his  poem  Tht  Courtship  of  MiUi  SbtntHak 
will  be  readily  remembered. 

'  The  nomencUture  of  Greene's  prose-fictions  often  has  the  same  casual 
character. 
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conceit  of  the  great  English  University,  repJies  with  the 
sceptical  irreverence  of  'the  Belgic  schools' : 

'  That  lordly  are  the  dwellings  of  the  town, 
Spacious  the  rooms,  and  full  of  pleasant  walks  ; 
But  for  the  doctors,  how  that  they  be  learned. 
It  may  be  meanly,  for  anght  I  can  hear.' 

However,  his  exotic  arrogance,  which  in  disputation  and 
experiment  completely  overpowers  Friar  Bungay,  proves  no 
match  for  Friar  Bacon,  whose  magic  art  finally  carries  off 
the  insolent  German  by  means  of  one  of  the  ghostly 
apparitions  conjured  up  by  his  own  charms.  A  very 
diverting  comic  character  is  supplied  in  the  person  of 
Bacon's  servant  Miles,  a  late  type  of  the  Vice  in  the  old 
moralities ;  his  drolleries,  it  may  be  remarked,  are  far  more 
closely  connected  with  the  action  of  the  piece  than  are  the 
buffooneries  of  the  clown  tn  Doctor  Faustvs.  Miles  plays 
the  fool  unabashed  either  by  crowned  monarchs  or  by  super- 
natural phenomena,  and  in  the  end  cheerfully  consents  to  be 
carried  off  by  a  devil,  on  being  given  to  understand  that  in 
the  quarters  for  which  he  is  bound  he  will  find  a  lusty  fire, 
a  pot  of  good  ale,  a  '  pair '  of  cards,  and  other  requisites  for 
a  comfortable  life.  The  underplot  of  the  play  has  in  the 
meantime  moved  on,  or  rather  been  extended  by  a  series  of 
complications — Lucy's  trial  of  Margaret's  faith  (a  variation 
on  the  Patient  Grissil  motive),  and  the  fatal  enmity  between 
the  two  Suffolk  squires,  which  Greene  derived  firom  the 
same  source  as  the  story  of  Friar  Bacon  himself,  but 
ingeniously  linked  with  the  Fair  Maid's  story  by  con- 
stituting a  rival  passion  for  her  the  cause  of  the  quarrel. 
The  play  ends  with  a  most  gracefully  conceived  and  truly 
poetic  compliment,  delivered  prophetically  by  the  great 
magician  himself,  to  Queen  Elisabeth,  under  the  symbol  of 
a  flower  which  shall  overshadow  Albion  with  its  leaves, 
until 

'Apollo's  heliotrope  shall  stoop. 
And  Venus'  hyacinth  shall  vail  her  top; 
Juno  shall  shut  her  gilliflowers  up. 
And  Pallas'  bay  shall  liash  her  brightest  green ; 
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Ceres'  carnation  In  consort  with  those 
Shall  stoop  and  wonder  at  Diana's  rose '.' 

The  whole  of  this  play  forms  to  my  mind  one  of  the  most 
fascinating  products  of  our  old  dramatic  literature,  in  spite 
of  its  being  put  together  without  great  pains,  while  its 
ornamentation  resembles  that  of  a  rustic  board  covered  with 
a  tumbling  profusion  of  Bowers.  As  for  the  moral  lessons 
which  its  subject  is  suited  to  enforce,  it  avoids  them,  or  at 
least  applies  them  with  slight  strenuousness  or  skill  ^. 
jamts  IV,  Another  very  notable  play,  and  in  execution,  I  think,  one 
U59oe-)-  °^  *^^  happiest  of  its  author's  dramatic  works,  is  Tke 
Scaltisk  Nistorie  of  James  IV,  slaine  at  Flodden.  Inter- 
mixed with  a  pleasant  Comedie,  presented  by  Oboram  King 
of  Fayeries  (printed  1598),  The  title  is  deceptive,  since  the 
&tal  field  of  Flodden  is  not  included  in  the  action,  which 
ends  happily  by  the  reconciliation  of  King  James  with  his 
Queen  Dorothea.  Indeed,  the  plot  of  the  play  has  no  histo- 
rical foundation  ;  James  IV's  consort,  though  of  course  an 
English  princess,  as  she  is  in  the  play,  was  named  Margaret, 
not  Dorothea;  and  King  Henry  VII  never  undertook  an 
expedition  to  avenge  misdeeds  committed  against  her  by  her 
husband  '.  But  although  the  play  is  founded  on  fiction,  such 
as  we  may  be  astonished  to  find  to  have  been  invented  or 
accepted  with  r^ard  to  a  historical  period  anything  but  re- 
mote from  the  writer,  it  is  very  interesting ;  and,  besides  being 
symmetrically  constructed,  contains  pass^es  full  of  vigour 
and  of  pathos.  The  story  turns  on  the  passion  of  King  James 
for  Ida  daughter  of  the  Countess  of  Arran,  to  obtain  whose 
hand  he,  at  the  suggestion  of  a  villain  called  Ateukin  *, — 

'  '  DUn's  bud '  in  A  Midstimtnir  Ni^ii's  Dnam  (act  iv.  sc.  i),  if  it  refers 
to  Queen  Elisabelh,  may  have  been  borrowed  from  Greene's  image.  C£ 
Halpin,  Oi^i-on'5  yision.  u,  s.,  pp.  ia-13. 

'  It  slioiitd  however  be  noted  that,  in  the  words  of  Dr.  Heribrd,  'the 
repentance-scene'  of  Friar  Bacon  'in  the  play  is  of  altogether  a  more  solemn 
cast  than  that  of  the  story-book.'  {Stiidits,  Sec,  p,  191.)  Here,  again,  the 
influence  at  Fausbis  may  be  traceable. 

>  The  King  of  England  is  in  the  play  called  Arius,  an  appellation  which, 
but  for  Greene's  many  vagaries  of  Ihia  description,  might  excite  some 
euriosi^  as  to  its  origin. 

'  From  one  or  two  passages  it  would  appear  that  Greene  hesitated  as  to 
naming  this  personage  thus,  or  by  the  Terentian  name  Gnatho.     1  cannot 
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a  well-drawn  character,— endeavours  to  make  away  with  his 
Queen.  Wounded  by  the  da^er  of  the  Frenchman  Jaques, 
!^e  however  escapes ;  and  assuming  the  disguise  of  a  squire, 
remains  for  a  time  in  concealment,  attended  only  by  her 
dwarf  Nano.  To  avenge  her  wrongs,  her  father  makes  war 
upon  her  husband,  whose  design  upon  Ida  has  been 
frustrated  by  her  marriage,  and  whose  nobles  and  people 
have  deserted  him '.  Queen  Dorothea  intervenes  to  reconcile 
her  father  and  her  husband,  whom  she  forgives ;  so  that,  as 
observed,  all  ends  happily.  Thus,  the  playj  besides  being  very 
well  written  throughout,  is  perspicuously  and  neatly  con- 
structed, and  full  advantage  is  taken  of  the  opportunities 
offered  by  the  plot  for  the  introduction  of  naturally  drawn 
characters  as  well  as  of  genuinely  powerful  and  effective 
situations.  The  fine  character  ofthediaste  lady,  Ida,  recalls 
that  of  the  Countess  of  Salisbury  in  Edward  HI,  a  play  in 
which  I  cannot  help  thinking  that  Shakspere  had  a  hand. 

But  though  the  Scottish  History  of  James  IV  is  both 
effective  in  its  serious  and  amusing  in  its  comic  scenes 
('  Slipper  *  is  as  excellent  clown),  Greene  seems  to  have 
thought  it  necessary  to  furnish  it  with  an  adventitious  attrac- 
tion which  can  only  be  described  as  superfluous  or  futile. 
The  title  of  the  play  describes  it  as  '  intermixed  with 
a  pleasant  comedy  presented  by  Oboram  King  of  Fairies ' ; 
but  the 'pleasant  comedy'  inpcint  of  &ct  consists  of  nothing 
but  a  brief  prelude,  in  which  Oberon  and  a  misanthropical 
Scotchman  named  Bohan  introduce  the  ensuing  play  as  a  story 
of  this  Bohan's  writing,  t<^tber  with  dances  and  antics  by  the 
fairies  between  the  acts,  which  are  again  perfectly  superero- 
gatory intermezzos.  The  'history,'  or  body  of  the  play  itself, 
is  represented  by  a  set  of  players,  '  guid  fellows  of  Bohan's 
countrymen,' before'AsterOberon,'— the  same  personage  as  he 
who  figures  in  the  Midsummer  Nighfs  /Jr^awi,  though  very  dif- 
ferently drawn,  if  indeed  he  can  be  said  to  be  'drawn'  at  all'. 

follow  Mr.  Flea;  in  siipposing  this  to  indicate  tlu.t  >  secoad  author  (he  con- 
jecture* Lodge)  liad  a  hand  in  the  play. 

>  A  curious  dialogue  on  the  sins  of  the  limes  between  the  Uerchant,  the 
Lawyer,  and  the  Divine  in  act  v.  should  be  noted.  This,  Mr.  Flea;  thinks, 
was  written  by  Lodge. 

*  The  Midsummtr  Night's  Dnam  was  probably  not  written  till  after 
VOL.  I.  D  d 
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Gmtu  and       la  A  Looking  Glasse  for  London  and  £f(gland  (not  known 

^^^*        to  have  been  printed  before  1594),  Greene  certainly  had  the 

Gbast/or    co-operation  of  Thomas  Lodge.     This  play,  which  would 

i^d^g,     interest  us  if  only  as  a  specimen  of  a  peculiar  Elisabethan 

land  ify      variation  on  the  manner  of  the  old  religious  drama,  begins 

J59»)-         ^(.j^  3  picture  of  Rasni,  King  of  Nineveh,  in  the  fulness  of 

his  pride  after  the  overthrow  of  Jeroboam,  King  of  Israel. 

At  an  early  point  in  its  progress,  an  angel  brings  on  the 

stage  the  prophet '  Oseas,'  whose  mission  is  to  note  the  sins 

of  Nineveh  in  order  to  preach  from  them  a  warning  lesson 

to  Jerusalem.     But  this  warning  addresses   itself  not   to 

JenisaJem  only,  but,  as  already  the  title  of  the  play  has 

apprised  us ',  to  London  also : 

'London,  look  on,  this  matter  nipa  thee  near; 
Leave  off  thy  riot,  ptide,  and  sumptuous  cheer, 
Spend  less  at  board,  and  spare  not  at  the  door. 
But  aid  the  infant,  and  relieve  the  poor, 

Greene's  death ;  but  in  any  a 
hardly  have  anything  to  do  h 
worth  o/lVa. 

'  Compare  the  frequent  use  of  the  term  '  Mimmr'  as  the  title  of  a  book, 
e»peciaIlT  among;  the  old  French  writers.  (See  Warton'a  Hislety  of  English 
Pottry,  sect,  xlviii,  on  Thi  Mimmra  for  Magistrates.  The  sub-title  of  Greenc'i 
Itatnillia  is  A  Mirror  or  Looking-Glassi  for  the  Ladits  of  England.)  Cf.  also 
Euphues'  Glass*  for  Eurnpt  in  Euphuts  and  his  England.  Nasfae,  in  his 
prose-tract  Ckr^s  Ttansaotrjausaitm,  says  (Naahe's  Woris,  ed.  Grosart, 
V.  lao) :  '  Now  to  London  must  I  tum.  Whatsoever  of  Jerusalem  I  haue 
written,  WBs  but  to  lende  her  a  Looking-g-lasse,'  The  first  title  of  the 
old  play  Tht  Sn'gi  of  Antaitrp  ia  (in  a  rather  different  sense]  A  Lattttn 
for  London.— Tbe  special  comparison  of  Nineveh  with  London  is  at  least  as 
old  as  Latimer's  5<nKofM .-  'What  then?  Sin  must  be  rebuked  i  sin  must 
be  plainly  spoken  against.  And  when  should  Jonas  have  preached  against 
Ninive,  if  he  should  have  fortiorne  for  the  respects  of  the  times,  or  the 
place,  or  the  state  of  things  there?  For  what  was  Ninive?  A  noble,  rich 
and  wealthy  city.  What  is  London  to  Ninive  ?  Like  a  village,  as  Islington, 
or  such  another,  in  comparison  to  London,'  Bcc. — Cf.  Barlholotntai  Fair, 
act  V.  sc.  I ;  '  Jerusalem  was  a  stately  thing,  and  so  was  Nineveh,  and  the 
City  of  Norwich,  and  Sodom  and  Gomorrah.'  Gifford  says  (in  a  note  to 
Earry  Man  in  his  Humour,  act  iii.  sc.  a)  that  there  is  no  puppet-show  of 
which  our  old  writers  make  so  frequent  mention  as  that  of  Nineveh.  (CC 
the  passages  cited  in  Nares,  s.  v.  Nintvth.)  See  also  Blarston,  Tht  Dutch 
CoHrtttan,  act  iii.  sc.  i.  Hence  the  term  '  Nine vitical  motions,'  Le.  puppet- 
shows.— The  suggestiveness  of  the  comparison  caused  its  endurance  into 
Ibe  times  of  the  Puritan  ascendancy,  when  (in  1657)  T.  Reeve  published 
God's  PUafor  Nineveh,  or  London's  Prmtdtntfiir  Mnty. 
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Else  seeking  mercy,  being  merciless, 
Thou  be  adjudg'd  to  endless  heaviness.' 
Usury '  (a  vice  of  which  Greene,  as  has  been  seen,  had  some 
personal  experience),  lust,  and  judicial  corruption  are 
exemplified,  as  well  as  directly  commented  upon.  Then 
the  Angel  summons  the  prophet  'Jonas'  ta  repair  to 
Nineveh,  His  attempt  to  fly  to  Tarsus  gives  Hosea  an 
opportunity  for  moralising  on  the  presumption  of  prophets 
'  new  inspifed '  and  '  men  of  art-'  But  Jonah,  after  being 
thrown  overboard  in  the  storm,  and  swallowed  and  cast  up 
by  the  whale,  appears  at  Niaevdi  to  preach  repentance  ; 
Hosea  applying  the  moral  to  London.  At  the  close  King 
RasDi  accepts  the  warning,  and  the  play  ends  with  a  final 
address  by  Jonah  to  London,  and  a  liilsome  compliment  to 
Queen  Elisabeth,  whose  prayers  are  said  alone  to  defer  the 
plague  which  otherwise  would  fall.  This  dramatic  apologue, 
after  the  fashion  of  the  moralities,  with  which  as  already 
observed  it  invites  a  su^jestive  comparison,  exhibits  a  pecu- 
liar mixture  of  serious  and  comic  elements.  There  is  much 
life  in  the  comic  scenes  in  which  Adam,  the  clown  of  the 
piece,  is  conspicuous ;  while  the  verse  of  the  dialc^ue  is 
distinguished  by  considerable  fire  and  by  copiousness  of 
imagery,  apart  from  the  solemn  directness  of  the  pass^es 
delivered  by  Hosea,  who,  as  taking  no  direct  part  in  the 
action,  may  be  described  as  the  chorus  of  the  play. 

Various  other  plays  have  been  thought  due,  in  whole  Plays  ai- 
or  in  part,  to  Greene's  authorship.  Among  these,  the  Q^tmiin 
temptation  is  great  to  claim  for  it,  although  the  external  ^''o/'of 
evidence   is  trifling^,  the   delightful  comedy  of  Georgt-U'  "^ 

*  '  I  borrowed  of  yon  forty  pounds,  whereof  I  had  ten  pounds  in  money, 

and  thirty  pounds  in  lute-strings.'    This  substitution  of  '  commodities'  for 

*(  casb,   of  which  Thackeray  used  to  make    grim  fun,  is  described  by  Ben 

h  Jonson  in   Th*  AUhrmisI  (iiL  a),  and  elsewbere.     Cf.  also  Dekker,  in  the 

J  Stum  Dtadly  Sinnea  of  Londim:  '  Vsurtrs:   who  for  a  little    money,  and 

a  greate  deal  of  trash  :  (as  Fire-Sbonels,  browne-paper,  motley  cloake-bags, 

n  &c.)  bring  Yong  Novices  into  a  fooles  Paradice  till  ihey  bave  sealed  the 

Mortnge  of  their  lands,  and  then  like  Pedlers,  goc  they  (or  some  Familiar 

H  Spirit  for  tbem  raizde  by  the  VsHrtrs)  vp  and  downe  to  cry  Commoditiis, 

h  which  scarce  yeeid  the  third  part  of  the  sum  for  which  tfacy  take  them  vp.' 

'  A  copy   exists  with  two   HS.  notes   in  different  hands:   'Ed.  Juby 

L;  [a  player]  saith  it  was  nude  by  Ro.  Greene,'  and  '  Written  by .  .  a  minister, 

^  who  acted  the  pinner'a  part  in  it  himself.    Teste  W.  Shakespeare.'    See 
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Greens,  the  Pinner  of  Wakefield, wAeA  in  1593 Shut  not 
known  to  have  been  printed  before  1599.  For  it  has  one  of 
Greene's  most  attractive  notes — 3  native  English  freshness 
of  colouring.  It  breathes  the  very  spirit  of  the  old  ballads 
of  the  Robin  Hood  cycle,  and  is  indeed  founded  partly  on 
one  of  these  *,  partly  and  mainly  however  on  the  old  prose- 
history  of  George-a-Greene ;  for  there  is  no  reason  to 
suppose  an  inversion  in  this  case  of  the  usual  relation  between 
popular  romance  and  popular  drama '.  The  dramatist,  how- 
ever, shifts  the  period  in  which  the  story  plays  from  the  reign 
of  Richard  I  to  that  of  Edward — I  presume  Edward  III. 
The  hero  of  his  play  is  the  valiant  yeoman  who  gives  to  it 
his  name,  and  whose  iigure  is  to  be  found  in  the  Robin  Hood 
legends  down  to  their  latest  notable  English  dramatic  adap- 
tation*. He  is  the  keeper  of  ih^  pinfolds  (or  penfolds") 
belonging  to  the  common  lands  about  WakeReld  in  the 
West  Riding,  and  the  strongest  and  bravest  man  in  England 
to  boot.  We  witness  how  by  his  valour  and  craft  he  quells 
single-banded  the  rebellion  of  the  Earl  of  Kendal,  and 
makes  the  Earl  himself  and  his  companions  prisoners ;  how 

Flcay,  English  Drama,  i.  364;  ct  anit,  38a  and  note.  This  statenieat,  if 
autbenlic,  would  establish  the  twofold  fact  that  Greene  was  a  clergyman,  and 
afterwards  an  actor.  I  am  again  unable  to  follow  Mr.  Fleay  in  his  conclusion 
that  the  piece  was  written  by  two  authors^he  thinks,  Greene  and  Peele. 

'  Hcnslowe's  Diayy,  pp.  31  siqq.  The  pieces  entered  by  him  as  Gorgi  a 
Grtn  and  as  Tht  Piner  of  Wiackefttld  must  be  supposed  to  be  one  and  the 
same ;  but  it  Is  noticeable  that  Hunday  in  bis  DoanifaU  of  Robtri  Earl  of 
HanHngton  (act  iiL  sc.  i)  mentions  Georgc-a- Greene  and  'wanton  Wake- 
field's Pinner'  as  two  distinct  penomiBes.  Cf.  Collier's  note,  Fivt  Old 
Plays,  p.  49. 

*  The  ballad  of  Robin  Hood  and  t/u  Pindtr  of  Waktfi^d,  of  which  Bishop 
Percy  in  ]\\a  RtUqttts  (in  the  prelaloiy  note  Vi  Sir  Latialol  of  Ihi  Lait)  quotes 
the  first  stanza,  adding:  'that  ballad  may  be  Tound  on  eveiy  stall,  and 
therefore  is  not  here  reprinted.'  This  would  appear  to  be  the  ballad,  with 
ft  passa^  from  which — 

'And  Robin  Hood,  Scariet  and  John' — 
Master  Silence  'confronts  the  Helicons.'    (a  Hituy  IV,  act  v.  bc.  3.)     Cf, 
R.  Sachs,  Gtorgt  Grtai  Iht  Pintur  of  Waitfuld,  in  Jahrbuch,  voL  xzvii 
(1893),  pp.  19a  srgf. 

'  Cf.  Dyce's  InlrodiatioH. 

'  He  appears  as  one  of  Robin  Hood's  meny  men  in  Jonson's  Sad 
ShiphTd. 

*  The  'Piuder's'  office,  according  to  Nares  (s.v.)  was  'to  look  alter  stiay 
animals  and  put  them  into  the  pound,  and  to  prevent  trespassers.' 
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he  then  proves  himself  stronger  than  Robin  Hood  and  his 
three  merry  men ;  and  how  in  the  end  he  refuses  all  reward 
from  the  King,  save  a  royal  good  word  with  the  father  of 
his  sweetheart  Bettris.  The  later  part  of  the  piece  plays  at 
Bradford,  and  much  fun  is  made  out  of  the  local  custom 
obliging  every  man  who  passes  to  vail  his  staff  to  the  shoe- 
makers. To  this  custom  the  King  himself,  who  with  his  royal 
Scottish  prisoner  (of  immortal  poetic  fame)  visits  Bradford  in 
di^uise  to  see  George-a-Greene,  is  fain  to  submit.  This 
charming  play,  very  national  in  spirit  and  singularly  bright 
in  manner,  was  at  one  time  attributed  to  Shakspere ;  nor 
was  dishonour  done  to  him  by  this  untenable  supposition  *. 

Tke  First  Part  of  the  Tragicall  Raigne  of  Selimtts  (first  Tie  First 
printed,  so  far  as  is  known,  in  1594)  is  included  in  the  j^l^J/' 
Huth  Library  edition  of  Greene's  W(jrij ",  and  the  external  Raigtuof 
evidence  advanced  by  Dr.  Grosart  in  favour  of  Greene's  (i^'T™). 
authorship  is  certainly  striking.  In  Englands  Parnassus, 
a  poetical  anthology  printed  in  1600  with  a  Dedication 
and  Address  signed  'R.A.' — in  all  probability  the  publisher 
Robert  Allott — not  less  than  thirty-five  passages  cited  are 
attributed  to  Greene.  Of  these  all  but  ten  appear  to  have 
been  traced  to  this  author's  known  works,  six  remain 
untraced,  two  belong  to  Spenser,  and  two  are  to  be  foimd 
in  SelimusK  Allott  was  an  assiduous  collector,  althoi^ 
perhaps  not  unusiially  discriminating  as  to  the  authorship 
of  all  that  he  collected  * ;  and  no  attempt  has  been  made 
to  bring  home  the  two  passages  in  question  to  any  other 
author  ^.  The  play  itself,  when  it  appeared  in  a  second 
edition  in  1638,  was  said  to  be  by  '  T.  G. ' ;  but  the  blunder 
which  explained  these  letters  to  signify  Thomas  GofTe 
stands  self-exposed*.  The  internal  evidence  in  the  play 
>  Tieck,  who  auggesCed  or  entertained  this  notion,  afterwards  assigned  the 
pby  to  Greene  (cf.  Sacbs,  x.  3.). 

*  Vol  xjv ;  cf.  the  editor's  observations  in  voL  L  pp.  Iiii-liivii. 

*  Vii.  the  lines  on  '  DilaU'  (Grosart,  p,  an),  and  those  alluding  to  the 
story  of  Dionysius  and  Dumocles  (Jb.  p.  334), 

'  Cr,  Hr.  A.  H.  BuLen's  notice  of  him  in  vol.  i  oTTAt  Z^ufi'omr^o/'JViiAofnl/ 
Biography  (1885). 

'  Moreover,  Thos.  Creede,  who  published  Stlimus,  also  printed  Jama  IV 
and  Alphotuua. 

*  Thomas  Goffe,  the  antbor  of  Tht  Raging  Turk,  or  Bajattl  tht  Stcond, 
was  bom  in  1599.    (Cf.  Fleay,  EngUak  Drama,  voL  L  p.  a^^.) 

t  VOL.  I. 
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itself,  however,  in  my  judgment,  fails  to  furnish  adequate 
support  for  Dr.  Grosart's  theory.  He  is  inclined  to  r^ard 
Selimus  as  fulfilling,  after  a  fashion,  Greene's  half-promise  of 
producing  a  Second  Part  to  Alpkonsus^ ;  but  this  interpre- 
tation seems  forced,  all  the  more  so  that  Selimus  is  itself 
only  a  First  Part.  Neither  can  I  detect  in  the  supposed 
autobiographical — or  quasi-autobiographical — passages  that 
personal  flavour  which  Greene,  when  he  entered  upon  any 
attempt  of  the  sort,  was  wont  to  impart  to  it ;  while  the 
parallelism  between  the  lines  concerning  '  the  sweet  content ' 
of  country  life  and  a  passf^e  in  Greene's  Farewell  to  Follit 
admits  of  a  more  obvious  explanation.  As  to  the  coinci- 
dences of  words  and  phrases  in  Selimus  and  in  undoubted 
productions  of  Greene's,  I  am  obliged  to  confess  that  they 
leave  me  unconvinced ;  on  the  other  hand,  it  must  be 
allowed  that  there  is  a  certain  analogy  between  Selimus  and 
Alpkonsus  in  the  intermixture  of  rime  and  blank  verse  in 
both  plays ;  but  where  in  Alpkonsus,  or  in  any  other  of 
Greene's  plays,  are  to  be  found  the  old-fashioned  stanza- 
forms  of  the  opening  of  Selimus  1  In  sum,  the  place  which 
Dr.  Grosart  has  sought  to  vindicate  to  Greene  is  certainly 
unoccupied  by  any  other  claimant;  but  for  myself,  I  am 
still  inclined  to  adhere  to  the  supposition  of  an  author 
beloi^ng  to  a  school  less  advanced  than  Greene's.  The 
play,  in  any  case,  seems  hardly  to  have  been  written,  like 
Alpkonsus,  in  direct  rivalry  of  Marlowe's  Tamburlaine*  \ 
and  it  is  noticeable  that,  while  at  least  one  passage  contains 
a  direct  imitation  of  one  of  the  most  peculiar  features  of 
Euphuism,  the  style  and  diction  of  Selimus  are  modelled 
to  a  very  remarkable  degree  on  those  of  the  Senecan 
tn^edies,  one  passage  of  the  dialogue  being  indeed  directly 
borrowed  from  the  Thyestes  ". 

'  See  the  concluding  speech  of  Venus  in  Ai^uaata : 

'That,  when  I  come  to  Gnish  up  hii  life.  Sec' 

*  Selimus  is  rather  i  sort  of  Machiavel. 

'  SeeCunliSe,  u.s,,pp.6a-6. — In  the  character  of  the  Jewish  phj^icisnuid 
poisoner  Abraham  an  allusion  has  been  sought  to  Lopez,  the  date  of  nriiose 
trial  (1594)  would  thus  affect  the  chronology  ofthe  pUy;  but  tbc  circumstances 
of  the  poisoning  of  Bajazet  11  by  his  Jewish  physician  are  historical.  See 
Zinkeiaen,  Gischichit  dis  Osmaniadtttt  Rticha,  vol,  ii.  p.  565  and  nolt. 
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A  History  of  Jobe  was  entered  as  by  Robert  Greene  in 
the  Stationers'  Roisters  in  1594,  but  is  not  known  to  have 
been  printed.  Mr.  Fleay  aUo  claims  for  him  a  share  is 
Tke  Troublesome  Raigne  of  King  John ',  and  in  the  First 
and  Second  Part  of  Henry  VI,  but  any  comments  on  the 
latter  supposition  I  reserve  for  the  present 

The  unusually  violent  oscillations  which  the  reputation  of 
Greene  as  a  dramatist  has  undergone,  and  may  be  destined 
yet  to  undei^o,  are  more  easily  explained  thui  reconciled 
with  one  another.  With  the  pedantic  champion  of  the  self- 
satisfied  clique  \i^o  looked  down  with  contempt  upon  such 
writers  as  himself  he  was  at  war,  and  the  rancour  of  his 
adversary  pursued  him  even  beyond  the  grave.  But  he  was  Gmnt  aa 
also  at  different  times  at  issue  widi  the  most  distii^ished  Z^^{, 
of  his  fellow-playwrights,  and  as  it  were  with  his  dying 
breath  asserted  that  one  of  them  had  committed  (for  so 
I  think  we  are  bound  to  understand  his  words]  literary 
robbery  upon  him  and  his  fellows.  The  charge  that  he  had 
suffered  by  such  appropriations  is  echoed  by  his  panegyrist 
'  R.  B.,'  who  wrote  of  him  after  his  death  with  an  obvious 
reference  to  his  own  complaint : 

*  Greene  is  tbe  pleasing  object  of  a.n  eie : 

Greene  pleasde  tbe  eies  of  all  that  loolct  vppoD  him. 

Greene  ia  the  grouiid  of  everie  Painten  die  : 

Greene  gave  the  ground  to  all  that  wrote  vpon  him. 

Nay  more  the  men  that  so  Edipst  his  fame 

Purloynd  his  Plumes,  can  they  deny  the  same  ?" 

To  tbe  melancholy  lesson  which  is  taught  by  his  personal 

life  there  is  no  necessity  for  returning ;  but  the  remembrance  His  menis 

of  its  errors  should  the  less  affect  the  judgment  of  posterity  ^^^"'' 

upon  his  genius  as  a  dramatist,  since  its  productions  are 

wholly,  and  we  can  scarcely  doubt  intentionally,  free  from 

wantonness.     His  felicity  in  the  choice,  and  inventiveness  in 

the  treatment,  of  bis  dramatic  themes  are  alike  remarkable ; 

'  AnU,  p.  303. 

*  Jonaon's  funoua  quip  seems  merely  to  point  to  the  &ct  that  Greene's 
[Hose  fictions  u  ■  whole  had  rapidly  fallen  out  of  fssbton.  See  Evtiy  Man 
out  of  hit  Humour,  act  ii.  sc.  i :  '  She  does  use  as  choice  figures  in  her  ordi- 
naiy  conferences,  as  any  be  in  the  Arta^ia.'  Cmio:  '  Or  rather  in  Greened 
works,  wtewx  »t*  nwf  siml  urU  mcrt  ttcuriiy.' 
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he  deals  with  a  great  variety  of  materials  in  a  spirit  of  rare 
buoyancy  and  freedom,  and  of  that  audacity  which  becomes 
a  poet  sure  of  himself.  Thus,  notwithstanding  that,  as 
has  been  pointed  out  by  Mr.  Fleay,  all  those  plays  for 
which  Greene  assumed  the  sole  responsibility,  are  called  by 
the  old  name  of  Histories — implying  dependence  on  extant 
narrative  materials — his  freedom  and  originality  of  treat- 
ment entitle  his  plays  to  a  h^h  rank  in  the  early  English 
romantic  drama.  In  regard  to  all  that  may  be  comprised 
under  the  word  style,  it  is  less  easy  to  estimate  the  merits 
of  an  author  who  in  his  plays  as  in  his  more  abundant  non- 
dramatic  writings  was  so  ready  to  mould  his  manner  upon 
that  of  other  authors,  if  they  had  shown  themselves  capable 
of  commanding  success.  His  versification  never  reached 
Marlowe's  majestic  level,  or  even  that  of  Peele  when  at  his 
best — in  moments  of  tragic  inspiration  such  as  never  visited 
Greene.  His  diction  often  shone  with  ornament ;  but  this  was 
rather  of  the  accepted  Parnassian  sort,  and  rarely  comprised 
imi^es  prompted  by  an  inspiration  of  adaptation.  In 
humorous  passages  his  large  practice  as  a  writer  of  prose 
enabled  him  to  move  with  perfect  ease,  while  the  experiences 
of  which  he  was  periodically  repentant  imparted  a  certain 
variation  of  colour  to  his  desipience.  He  cannot,  without 
hyperbole,  be  said  in  respect  to  his  dramatic  works  to  deserve 
the  tribute  paid  to  his  writings  at  large  by  a  French  sonneteer, 
of  having  been  a  raffineur  de  lAnglois  ^ ;  but  as  a  dramatist 
hardly  less  than  as  a  novelist,  he  rendered  a  distinct  service 
to  the  growth  of  English  prose.  Apart,  therefore,  from  the 
important  productivity  displayed  by  him  in  other  fields  of 
literary  composition,  Robert  Greene  stands  high  among  the 
predecessors  of  Shakspere  in  dramatic  literature  itself.  And 
althoi^h  we  maybe  indifferent  as  well  as  sceptical  as  to  the 
nature  of  the  debt  with  which  he  sought  to  burden  the  fame 
of  Shakspere,  yet  we  may  allow  that  a  different  kind  of  debt 
was  assuredly  owed  to  the  elder  by  the  younger  and  infinitely 

'  Grant  tt  Lyili  tout  dtux  raffineurs  dt  I'Attgloia.  See  the  sonnet  pre- 
fixed to  Ptrimt/lts  Iht  Blacksmitk,  by  J.  Eliote.  It  U  Carious  that  this 
admirer  should  have  caught  the  temper  of  Greene  faimaelf,  in  exhorting  him 
lo '  m^ristr  dts  ckims  tl  chalhHoiK  [cbats-huanCs,  screech-owls]  la  rag*.' 
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greater  dramatist.  In  a  greater  measure  perhaps  than  any 
poet  before  Shakspere,  Greene  helped  to  wing  the  feet  of 
the  English  dramatic  Muse,  by  giving  liberty  and  lightness 
to  her  movements ;  and  more  than  one  of  his  plays  breathe 
in  some  d^ree  that  undescribable  freshness,  that  air  blown 
from  over  English  homesteads  and  over  English  meads, 
which  we  rect^ise  as  a  Shaksperean  characteristic,  and 
which  beloi^s  to  none  but  a  wholly  and  truly  national  art. 

Thomas  Lodge  ',  bom  at  West  Ham  in  Essex  about   7X™<w 
the  year   1558,  was  the  son  of  a  London  Lord  Mayor  of  riifst- 
substantial  wealth  and  ancient  family.    He  was  educated  at   "^s\- 
Trinity  College,  Oxford,  where  (since  there  is  on  this  head  amii'£raiy 
no  doubt  as  to  identity)  he  may  be  stated  to  have  taken  his  laiio-". 
degrees  in  due  course.    It  is  perhaps  hardly  fair  to  conclude 
from  the  experience  which  he  shows  of  youth  led  astray  by 
usurers  that  the  personal  difficulties  of  his  own  life  began  at 
Lincoln's  Ion,  where  he  was  admitted  in  1578,  although  he 
dwells  on  the  temptations  incident  to  the  life  of  a  young 
student  of  the  law.   But  it  seems  suspicious  that  his  mother, 
when  on  her  death  in  1579  she  left  him  part  of  her  property, 
attached   to  his  inheritance  of  other  parts  of  it   on   faer 
husband's  death  the  condition  that  he  should  have  remained 
what '  a  good  student  ought  to  be ' ;  and  that,  when  the  time 
came  (in  1584),  Lodge,  although  or  because  he  had  married 
a  year  or  more  previously,  was  left  out  of  his  father's  will. 

In  any  case,  he  must  from  a  very  early  date  have 
renounced  legal  studies  in  favour  of  literary  pursuits.  In 
1580  he  came  forward  as  a  champion  of  the  liberal  arts  of 
poetry,  music,  and  the  drama,  against  their  aspersor  Stephen 
Gosson,  whose  Schoole  of  Abuse  had  been  published  in  the 
previous  year,  with  a  dedication  (which  met  with  no  gracious 
acceptance)  to  Sir  Philip  Sidney.     Lodge  was  not  the  first 

'  All  the  extRnt  works  of  Lodge,  with  the  eiceplion  of  his  tremlatioiis  of 
Seneca,  Josephus  and  Du  Bartaa,  have  been  edited  for  the  Hunterian  Club, 
Glasgow,  1878-83,  by  Mr.  Edmund  Gosse,  with  an  introductoly  essay,  since 
reprinted  by  him  in  hia  StvtnttmA  Cmiury  SluJits  (18S3).  See  also 
D.  Laing's  Introduction  to  Lodge's  D^finuw  o/Potlry,  Mttat  and  Slagt-filays 
{Shaitsfitan  Sedtfy's  PiMitaluma,  1853)  ;  and  cf.  Mr.  S.  Lee's  article  on 
I.odge  in  voL  zzxiv  of  the  Diciumaiy  of  National  Btograpl^  (1893J. 
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to  enter  the  lists  against  Gosson,  and  his  pamphlet  entitled 
A  Defence  of  Poetry,  Music,  and  Stage-plays  *  is  not  par- 
ticularly interesting,  being  in  fact  rather  commonplace  in 
matter  and  academically  pedantic  in  treatment.  Perhaps 
the  interest  which  it  aroused  was  increased  by  the  fact  that 
it  had  been  refused  a  licence  ;  at  all  events,  when  the  tract 
reached  Gosson's  hands,  he  deemed  it  of  sufficient  import- 
ance to  answer  it  in  his  Playes  confuted  in  Five  Actions 
(1582).  To  this  Lodge  afterwards  replied  in  the  preface  to 
his  Alarum  against  Usurers  {1584)  *,  a  tract  of  which  the 
title  explains  itself,  and  which  is  also  dedicated  to  Sidney. 

How  far  the  chai|[es  of  loose  living,  launched  against 
Lodge  by  Gosson  in  his  Playes  Confuted^  &c.,were  warranted 
by  fact,  need  not  be  discussed ;  the  censor,  who  appears 
some  time  before  to  have  withdrawn  from  town  life,  shows 
no  knowledge  of  his  adversary's  private  history  ■.  Gosson 
does  not  state  in  this  pamphlet,  as  he  was  by  the  late 
Mr.  Collier  asserted  to  have  done,  that  Lodge  had  actually 
appeared  on  the  stage  as  a  player ;  and  the  attempt  made, 
with  the  aid  not  oniy  of  misquotation,  but  also  of  a  grave 
falsification  of  documentary  evidence,  to  substantiate  the 
supposed  statement,  has,  although  dyii^  hard,  met  with  the 
ultimate  fate  of  all  such  manceuvres*.  On  the  other  hand, 
the  lai^age  of  Gosson  in  Playes  Confuted  leaves  no  doubt 
as  to  the  fact  that  before  the  publication  of  this  pamphlet 
Lodge  had  become  a  '  playmaker,' — an  occupation  which 
his  assailant  readily  couples  with  terms  of  the  blackest 

'  See  the  edition  already  cited  ;  and  cf.  Collier  Id  Shak*spiaTt  Soat^$ 
Papers,  ii.  163  stgg, 

'  Edited  for  the  Shakespeare  Society,  with  the  Difitiee,  &c.,  by  D.  Laing. 

'  Dr.  Ingleby.  in  the  tract  cited  below,  points  out  that  Gosson,  when  he 
wrote  his  Apologii  of  tht  SchoU  o/Abust  (1579),  did  not  know  for  certain 
who  his  opponent  was,  and  that  in  Playts  Confitttd,  jtc,  he  misnamea  hun 
WiOiam  Lodge. 

'  I  sincerely  re^et  that,  in  the  first  edition  of  this  book,  I  should  have 
been  misled  into  repeating  this  fictioD,  not  being  at  the  time  acquainted  with 
the  complete  exposure  of  it  by  the  late  Dr.  C.  H.  Inf^eby  in  his  pamphlet, 
Was  Thomas  Lodgi  ait  Actor  f  Ah  Exposition  bnaJUng  Uu  Soctal  Status  of 
Hit  PkyitirigM  m  On  fimi  of  EUMabdh  (1868],  and  by  Dr.  Fumivall  in 
•ubsequent  publications.  Cf.  as  to  the  history  of  this  fraud  and  its  exposure, 
Ingleby's  Gtneral  Introdudiim  to  Shakaptrt  Allusion  Becks,  Part  I.  {NiV 
Shatsptn  Sodity's  Publications,  1B74),  p.  iv,  italt. 
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infamy  ^.  Of  his  earlier  plays,  however,  none  remain.  As 
will  be  shown  immediately,  TAg  Wounds  of  Civil  War,  the 
only  play  of  which  the  sole  authorship  is  with  certainty  to 
be  attributed  to  Lodge,  was  probably  produced  about  the 
year  1587 ;  in  The  Looking  Glasse  for  London,  and  possibly 
in  other  plays,  he  co-operated  with  Greene,  who  died  in 
159Z,  when  Lodge  had  been  for  some  months  absent  from 
England  ;  the  majority  of  the  remaining  dramas  in  which  he 
is  supposed,  on  more  or  less  specious  grounds,  to  have  had 
a  hand  have  (though  in  the  same  conjectural  fashion^)  like- 
wise been  assigned  to  the  last  few  years  of  the  ninth  decade 
of  the  century.  But  his  connexion  with  the  stage  as  a  play- 
wright was,  on  the  most  liberal  assumption,  of  a  transitory 
nature  only.  His  literary  dibut  fell  in  the  heyday  of 
Euphuism,  and  the  tractate  against  which  he  fleshed  his 
youthful  rapier  {The  SchooU  of  Abuse)  was  itself  a  specimen 
of  the  Euphuistic  manner.  What  wonder  that,  instead  of 
confining  his  imitation  of  the  style  in  fashion  to  didactic 
pamphlets,  he  should  himself  have  ventured  into  the  con- 
tiguous realm  of  fiction  whither  the  master's  example  was 
pointing  the  way  ?  The  Delectable  History  of  Forbonius 
and  Prisceria*  (1584)  's,  however,  a  very  ordinary  love- 
pamphlet  which  could  not  pretend  to  enter  into  competition 
with  the  efforts  already  made  by  Lodge's  literary  associate, 
Robert  Greene,  in  the  same  direction.  In  the  very  year  of 
its  publication.  Lodge,  to  use  his  own  phrase,  fell  '  from 
bookes  to  armes,'  and  accompanied  Captain  Clarke  in 
a  patriotic  investigation  of  the  islands  of  Tercera  and  the 
Canaries.  It  was  to  beguile  the  tedium  of  this  voyage  that, 
accord)!^  to  his  own  account,  Lodge  composed  by  far  the 
most  famous  of  his  literary  works,  the  prose-tale  of  Rosa- 
lynde,  Buphue^  Golden  Legacie,found  in  his  cell  at  SiUxdra  *. 
Written  in  the  fashionable  style,  wherever  the  author  thought 

*  'No  Lodp,  no  plajrmaker,  no  Epicure,  no  Athciste,  shall  make  you  to 
aurfette  with  these  dcligbtea '  {Plays  Cmfkttd,  kc,  ad Jm.). 

'  I  refer  to  those  enumeratetl  by  Mr.  Fleay,  EngHsh  Dratiia,  ii.  49  3tqq. 
'  Edited  Tor  the  Shakespeare  Society  with  the  Dtfinct,  &c,  by  D.  Laing. 

*  Of  this  celebrated  novel  there  we  aeveial  reprints,  including  one  in 
vol.  ii  of  Collier's  Shalirsptarw  Library  (1843  and  1875)  and  another  in 
Cassell's  National  Utrwy  (18S6). 
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it  incumbent  upon  him  to  take  particular  pains,  this  story 
secured  to  itself  an  exceptional  vitality  by  the  more  certain 
means  of  an  interesting  plot  full  of  situations  best  described 
by  the  French  term  piquant.  Shakspere  in  adapting  it  for 
his  comedy  of  As  Ytpu  Like  It,  Added  something  besides  the 
characters  of  the  melancholy  Jacques  and  (in  his  mellower 
phases,  at  all  events)  of  the  nobly  desipient  Touchstone ; 
but  of  this  below.  Lodge's  novel  is  a  felicitous  example  of 
the  transition  towards  life  and  action  which  was  accom- 
plishing itself  in  English  prose  fiction  in  the  hands  of  Lyly's 
followers,  while  in  their  artificiality  of  description,  illustra- 
tion, and  phraseology,  they  jingled  their  gilded  fetters  with 
a  persistency  almost  equal  to  his  own^.  It  will  not  be 
overlooked  that  this  book  contains  some  very  pleasing 
attractive  lyrics- 

Rosalytide  was  published  in  1590 ;  on  his  return  from  his 
sea-voyage  in  the  previous  year  Lodge  had  put  forth 
a  volume  of  verse  entitled  Scillaes  Metamorphosis,  enter- 
laced  with  the  unfortunate  love  of  Glaucus  *.  We  need  not,  in 
this  place  at  all  events,  concern  ourselves  with  the  question 
as  to  the  relations  between  this  poem  and  Shakspere's 
Venus  and  Adonis ;  its  significance  for  our  purpose  is  rather 
that  Lodge  seized  the  opportunity  of  his  first  presenting 
himself  in  the  full-fiedged  dignity  of  a  '  poet '  to  renounce 
his  literary  connexion  with  the  stage,  of  which  he  had  not 
long  since  come  forward  as  the  defender.  At  the  close  of 
this  poem  he  announces  that  he  has  been  now  bound  by 
oath — 

'To  write  no  more  of  that  whence  shame  doth  grow: 
Or  tie  my  pen  to  penny-knaues  delight, 
But  liue  with  fame,  and  so  for  fame  to  write'.' 
Whether  or  not  some  similar  feeling  may  have  in  passing 

*  See  the  criticism  of  Roaalyndt,  op.  JusseiBnd,  u.  s.,  904  ;  and  cf.  Delius, 
Lodges  RosalyHiU  and  Shaksper/a  As  You  Likr  It,  in  Jaktbuck,  vol  vi 
(1673). — How  tor  or  in  what  sense  the  Dovel  in  its  turn  is  to  be  described  as 
original,  is  a  question  wiiich  tannot  occupy  us  here. 

'  Its  later  and  bettcr-lcnown  title  is  Tht  Mtul  Pilku  and  PUasaHt  Historit 
0/ Glaueus  and  Sdlla  (1610).     Reprinted,  with  preface  by  Singer,  1819. 

'  Ct  Ingleby,  Introduction  ta  Skakspm  AUusion  Books,  v.  s.  To  the 
significance  of  the  passage  cited  by  him  from  Shakspere's  Sonnd  Ixxu 
I  may  return  below. 
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taken  hold  of  Shakspere  himself,  when  reflecting  on  the 
degradation  which  a  personal  connexion  with  the  theatre 
seemed  to  involve  or  imply,  we  at  all  events  know  that  he  was 
not  permanently  mastered  by  it.  Lodge,  on  the  other  hand, 
appears  at  this  time  to  have,  in  his  own  case,  put  an  end  to 
this  connexion,  so  that  in  point  of  fact  the  remainder  of  his 
long  career  falls  outside  the  history  of  dramatic  literature. 
If  the  conjecture  which  identifies  Lodge  with  the  '  young 
Juvenal '  of  Greene's  Groats-worth  of  Wit  could  be  main- 
tained ^  we  might  attribute  an  influence  upon  his  resolution, 
or  rather  upon  his  steady  observance  of  it,  to  Greene's 
wamii^.  In  a  very  different  literary  sphere.  Lodge's 
abandonment  of  play-writing  for  poetry  was  encour^ed  or 
applauded, — if  we  are  to  accept  Malone's  ingenious  but  not 
very  safe  interpretation  of  one  of  the  many  ambiguous 
allusions  in  Spenser's  Colin  Clouts  Come  Home  Agairu ". 

At  the  time  of  his  unhappy  associate's  decease,  Lodge 
was  at  sea  s^ain,  having  accompanied  the  famous  navigator 
Cavendish  on  a  loi^  and  ill-starred  voyage.  Before  setting 
forth  he  had  printed  a  species  of  historical  romance,  The 
History  of  Robert,  second  Duke  of  Normandy,  surnamed 
(as  Lodge  says, '  for  his  youthful  imperfections ')  Robin  the 
DiveU  (1591);  his  Euphues  Shadow  the  battaile  of  the 
sences,  of  which  the  scene  is  laid  in  the  days  of  Octavianus 
Augustus,  and  in  which  Lodge,  as  Mr.  Gosse  thinks,  comes 
nearest  to  'his  great  precursor'  Lyly,  was  published  for 
hb  absent  friend  by  Greene  (1592).  On  his  return  from  his 
troubled  travels,  in  which,  however,  he  had  carried  himself 

*  This  view,  held  bj  Malone  and  ■  series  of  Shaksperean  scholars  after 
him,  still  fiods  a  champion  in  Ur.  Fleay,  See,  however,  Ingleby,  SuppUmttU 
to  GtHrtal  InlmdMcHott,  u.  s„  and  cf  R.  Simpson,  T>i4  School  0/ Shaisptrt,  jL 
380-3.  —  The  person  addressed  as  'young  Juvenal'  by  Greene  is  staled 
bjr  him  to  have  '  lastly  with  him  together  writ  a  comedy.'  Hr.  Fleay  not 
veiy  convincingly  argues  that  this  was  A  Looking  Glasaifiir  London  (EtiglisJi 
Drama,  H.  53-4). 

*  '  And  there  is  pleasing  Aleon,  could  he  raise 
His  tone  from  lues  to  matter  of  more  skill.' 
Lodge  is  supposed  to  have  repaid  the  compliment  in  bisPAiAlu.   See  Collier, 
Mrmoirs  ofAlltyn,  p.  40. — A  personage  in  A  LooUiig  Glasst  is  called  Alcon  ; 
but,  although  one  pretty  lyric  is  placed  in  his  mouth,  it  would  hardly  have 
been  complimentary  to  name  after  him  one  of  the  authors  of  the  play. 
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with  credit,  Lodge  printed  in  1593,  besides  another 
'historical'  romance,  The  Life  and  Death  of  William 
Longbeard,  the  most  famous  and  witty  English  Traitor, 
borne  in  the  Citty  of  London,  his  Phillis,  one  of  the  most 
notable  early  Elisabethan  books  of  sonnets ;  his  two 
dramatic  works,  The  Tragedy  of  the  Wounds  of  Civil  War 
and  the  Lookiug-glass  (1594);  and  his  Fig  for  Jifotaus, 
a  volume  of  rerse  comprisii^  epistles  addressed  to  distin- 
guished friends,  including  Drayton,  satires  and  eclogues,  one 
of  which  is  dedicated  to  Daniel  (1595).  It  is  by  reason  of 
t^is  production  that  Bishop  Hall's  claim — 

'  I  first  adveature,  follow  me  who  list, 
And  be  the  second  English  satirist ' — 

seems  to  admit  of  being  challenged  on  behalf  of  Lodge  '- 
His  last  contribution  to  imaginative  literature  was  the 
highlyomateromanceof  j4  J/ar^ariVf  (i.e.  pea.ri)  of  America 
(1596),  which  the  writer  professes  to  have  discovered  in  its 
original  Spanish  in  a  Jesuit  library  visited  by  him  on  his 
expedition  with  Cavendish,  and  to  have  translated  on  ship- 
board in  the  Magellan  Straits'. 

After  this,  Lodge  betook  himself  to  intellectual  labours 
of  a  different  cast.  Possibly  he  had  exhausted  his  or^inal^ 
and  more  especially  his  lyric,  vein  '.  Possibly  the  licence 
of  imaginative  composition  failed  to  suit  itself  easily  to  the 
discipline  to  which  he  now  seems  to  have  subjected  himself 
as  a  convert  to  the  Church  of  Rome  * ;  and  his  second  wife, 
herself  a  Roman  Catholic,  may  have  influenced  him  in  the 

'  S<eSiager'a  preface  to  ha  edition  or  the  Satirtao/Jostfih  Hall  (^iBt^). 

'  Reprinted  by  Halliwell-Phitlips  (1859). 

'  He  contributed,  however,  to  the  poetical  miscellany,  EnglatrJ's  HeUam, 
published  in  1600  (Gosse,  u.  s.,  p.  56).  But  these  may  have  been  verses 
written  at  an  earlier  date. 

*  He  ia  supposed  to  have  been  the  author  of  '  Prosopoftia,  containing  the 
Teares  of  the  holy,  blessed  and  sanctified  Harie,  the  Holhcr  of  God'  (1596), 
to  which  the  initials  'T.  U'  are  attached.  (Reprinted  by  Collier  in 
ShtJusptan's  Library.)  Dr.  Ingleby  thinks  that  Ac  sclf-accusalton  in  the 
following  passage  in  the  preliminary  epistle  can  only  refer  to  his  plays  : 
•Some  will  condemn  me,  and  that  justly,  for  a  Galba  (who  begat  foole 
children  by  night,  and  made  faire  children  by  daie ;)  to  whom  I  answere, 
that  I  paint  things  in  the  light  of  my  meditation,  who  begot  the  foule  fore- 
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same  direction.  He  had  too  long,  he  says  In  the  Preface 
to  his  Seneca,  'surfeited  upon  time-pleasing';  and  he  now 
settled  down  to  professional  work  in  London,  though 
usually  residii^  on  or  near  some  family  property  at  Low 
Leytoa.  Some  little  time  before  the  close  of  the  century 
he  graduated  as  Doctor  of  Physic  at  Avignon,  and  was 
incorporated  with  this  degree  at  Oxford  in  1602.  He 
rapidly  attained  to  a  high  reputation  as  a  physician,  but  bis 
personal  difficulties  were  not  altc^ether  at  an  end,  and  for 
some  time  before  1619  he  resided  abroad,  practising  at 
Malines  and  probably  elsewhere  in  the  Spanish  Nether- 
lands.  His  works  during  this  later  period  of  his  life  were  of 
a  sober  cast,  including,  together  with  a  Treatise  of  the 
Plague  and  a  popular  manual  of  medicine  called  The  Poor 
Man's  Talent,  translations  of  Josephus  and  Seneca,  and  of 
'  a  learned  Summary  upon  the  famous  Foeme '  of  Du  Bartas. 
He  died  in  Old  Fish  Street,  London,  in  1625. 

The  literary  career  of  Lodge  is  full  of  interest,  and  taken 
as  a  whole  may  be  said  to  illustrate  with  a  imique  sort  of 
completeness  the  literary  history  of  the  score  of  years 
covered  by  the  period  of  his  youth  and  earlier  maithood. 
He  had,  says  a  contem[>orary  critic  who  usually  hits  the 
mark,  '  his  care  in  every  paper  boate '  ^ ;  and  even  in 
a  writer  who  combined  with  a  classical  training  of  some 
solidity  a  very  remarkable  productive  power,  such  versatility 
would  call  for  admiration.  But  he  was  by  no  means  an 
imitator  only,  or  chiefly ;  if  he  followed  Lyly,  he  cannot  for 
a  moment  be  set  down  as  having  followed  him  in  the  wake 
ofGreene,andinmore  than  one  branch  of  poetic  composition 
the  credit  of  its  ordination  may  be  successfully  disputed  in 
his  favour, — in  one  instance,  even  against  Shakspere  himself. 

pwf  d  progcnie  of  my  thou^ta  in  the  night  of  mine  error.'   {Wom  TJk/ihm 
LoJgiattAdor?  f,  15.)    Tbia  does  not,  however,  aeem  to  me  quite  so  clew. 
'  'Lodge  for  his  oare  in  euety  paper  boate. 

He  that  tumea  ouer  GaUn  euery  day, 

To  sit  and  simper  Emfkitta  legacy.' 
The  Stamd  Pari  of  the  Rttunufrem  Pamatsut,  in  which  these  lines  occur, 
was  written  for  representation  at  Christmas  in  one  of  the  yean  isga-tdoo— 
the  very  years  in  which  Lodge  was  effecting  his  transition  from  r 
to  respectability. 
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His  lyrical  gifts,  moreover,  are  of  a  quality  rare  even  among 
the  English  poets  of  his  age '.  We  are,  however,  directly 
concerned  only  with  his  contributions  to  our  dramatic 
literature,  which,  in  so  far  as  they  can  be  with  certainty 
assigned  to  his  authorship,  cannot  be  said  to  constitute 
a  noteworthy  part  of  his  achievements. 
Lodges  The  Wounds  of  Civil  War,  lively  set  forth  in  the  True 

^^n^%  "^f^'^i^"  of  Marius  and  Syl/a',  first  printed  in  1594,  was 
Civil  IVar  in  all  probability  produced  several  years  previously  to  this 
IM41 '  ^  date.  Apart  from  the  evidence  of  the  author's  motto,  there 
is  in  this  play  a  manifest  imitation  of  the  celebrated  entry 
of  Tamburlaine ;  Sylla  comes  on  the  st^e  '  in  triumph  in 
his  chair  triumphant  of  gold,  drawn  by  four  Moors  ;  before 
the  chariot,  his  colours,  bis  crest,  his  captains,  his  prisoners  ^.' 
This  points  to  a  date  of  production  not  far  distant  from  that 
of  Marlowe's  tragedy  (1587) ;  and  Mr.  Fleay  pertinently  ob- 
serves that  no  year  could  have  been  more  suitable  than  this* 
in  which  to  enforce  a  warning  against  the  evils  of '  civil  war.' 
Founded  upon  North's  Lives  from  Plutarch, ^oug\i  as  a  com- 
petent scholar  the  author  may  very  possibly  have  had  recourse 
to  their  original,  the  play  appears  to  have  been  put  together 
chiefly  with  a  view  to  producing  a  prolonged  succession  of 
stirring  scenes ;  nor  can  the  author  be  said  to  have  fallen 
short  of  his  intent.  Many  of  the  speeches  are  full  of  vigour, 
especially  Sylla's  address  to  his  flying  soldiery  '.    The  piece, 

'  See,  t.g.,  the  cfasrmlDg  licei  from  the  poem  in  commendBtiiui  of 
a  solilary  life,  ap.  Laing,  u.  s.  p.  i,  and  the  charming  erotic  which  relieves 
the  tedium  of  Forbomus  and  Prisciria,  reprinted  in  the  same  volume. 

■  Reprinted  in  Dodsley's  Old  Plays,  vol.  viii,  and  in  Hailitt'a  DoJsliy, 
vol.  vii.  According  to  the  Biogmphta  Dramatka,  this  jAay  was  by 
Winstanley  ascribed  to  Lodovick  Carlell. 

*  At  the  commencement  of  act  iv,  according  to  one  of  the  divisions  in 
the  quarto.    Cf.  Collier.  iiL  37. 

*  The  year  of  the  ciecution  of  Uaty  Queen  of  Scots,  followed  by  appre- 
henaiona  of  the  Spanish  Armada. 

*  Act  i.  ad  Jim.  In  this  address  we  catch  a  tone  of  Shakspere's  Roman 
plays,  Caesar,  of  course,  in  particular.  The  stage-direction  is  suggestive  of 
the  simple  materials  out  of  which  our  old  dramatists  could  coDstnict  powerful 
effects  :  '  A  grtal  alarum.  Lit  young  Hariub  chasi  PoaPEr  ovtr  ikt  ii^p, 
and  old  Harius  eJiast  Ldcretius.  T/uh  Irt  ntttr  Ihrn  or  Jour  SoldUrj,  and 
his  aneiml  nnlU  /lis  colours,  and  SylLa  afttr  Iktm  teilh  his  hat  m  his  hand : 
Ihy  offtr  to  fly  away' 
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in  the  versification  of  which  an  abundance  of  rimed  lines 
serves  to  vary  a  rather  rigid  farm  of  blank  verse,  is  enlivened 
here  and  there  by  a  farcical  intermixture ;  an  anecdote  in 
Plutarch  is  made  use  of  to  introduce  a  clown  who  in  his 
drunkenness  betrays  his  master,  'old  Anthony';  while  the 
author's  own  inventive  fancy  must  be  held  responsible  for 
the  broken  French  talked  by  the  Gaul '  commissioned  to 
slay  '  old  Marius '  in  prison.  When  terrified  by  the  glance 
of  the  captive  conqueror  of  the  Cimbri,  he  cries  out, 
^  Me  no  dare  kill  Marius j  adieu  Messieurs;  me  be  dead 
si  je  louche  Marius ';  and  finally  runs  ofT  the  stage 
shrieking  forth  a  Christian  oath*.  Equally  incongruous 
with  the  historic  dignity  of  the  theme,  although  quite  in 
harmony  with  the  artificialities  of  contemporary  composi- 
tion, is  the  purely  fanciful  treatment  of  one  of  the  most 
effective  situations  in  the  course  of  the  action — ^the  isolation 
of  the  fugitive  Marius  among  the  '  Numidian  mountains.' 
The  playwright  seizes  upon  the  opportunity  in  order  to 
make  Marius  utter  his  complaint  to  Echo,  who  answers  him 
by  repeating  the  last  word — or  a  pun  upon  it — in  the  several 
lines  of  bis  lament.  The  device  (or  trick)  here  reproduced 
is  not  of  Euphuistic  origin ;  for  the  neatest  and  wittiest 
example  of  it  is  to  be  found  in  the  Colhquia  of  Erasmus  ^. 
Of  a  Looking  Glasse  for  London,  &c.,  written  by  Lodge 

'  He  is  oUled  '  Pedro.' 

'  'Mariut  *3l  HH  diabtt.  Jait  Maria,  tava  tmy.'  The  striking  anecdote 
of  which  this  scene  is  ■  veraion  is  of  course  in  Plutarch. 

'  S«e  the  (prose)  dialogue  between  Juii€His  and  EcHo,  carried  ou  by  the 
latter  entirety  by  means  of  echoes,  largely  ol  a  punning  natare,  and  playing 
with  Greek  as  well  as  Latin  vocables, — Disraeli,  in  his  Cun'osHus  ofLilirahtrt 
(ed.  1865,  i.  897,  section  LUtrary  Follies),  refers  to  the  pnicOce  of  Echo 
Vtrats,  affected  by  old  French  bards  in  the  age  of  Harot,  to  Butler's  ridicule 
of  this  in  Uu^bras  ibk.  L  canto  iii : 

'Quoth  he,  "O  whither,  wicked  Bruin, 
Art  thou  fled  to  my"— Echo,  Kiiii'), 
and  to  the  modem  French  poet  Pannard'i  imitation  of  the  same  fashion. 
In  a  subsequent  section  (iL  aag  uqq.)  he  recurs  to  the  subject  of  Anagratiu 
and  Echo  Vtrns,  which  be  thinks  to  be  at  times  capable  of  retlecting  the 
ingenuity  of  their  authors — an  assertion  not  holding  good  as  to  acrosHca,  and 
citea  a  copy  of  Edio  Vrrsts  agamst  Iki  Roumlhtads  from  an   academical 
ptay  presented  before  Charles  I  at  Trinity  College,  Cambridge,  in  March, 
1641.     J  owe  these  references,  both  to  the  Colloquia  FamSiaria  and  to  Thi 
CurioaitUs  o/LittnUurr,  to  a  criticism  by  the  Utc  Dr.  W.  Wagner. 
VOL.  L  EC 
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in  conjunction  with  Greene,  some  account  has  already  been 
given  among  the  dramatic  works  of  that  author.  Mr.  Fleay 
believes  Lodge  to  have  likewise  collaborated  with  Greene  in 
James  TV  and  in  George-a-Greetu,  as  well  as  in  the  Second 
Part  of  Henry  VI.  He  is  further  inclined  to  assign  to  him 
the  authorship  otMucedorus,  The  True  Chronicle  History  of 
King  Leir,  and  The  Troublesome  Raigne  of  King  John '. 
I  see  no  sufficient  reason  for  noticing  other  conjectural 
attributions  to  Lodge  of  compositions  usually  assigned  to 
dates  that  hardly  fall  within  the  period  of  his  ascertained 
dramatic  activity — including  portions  of  The  True  Tragedie 
of  Richard  HI '^  and  A  Warning  for  Faire  Women.  The 
temptation  is  no  doubt  great  to  suppose  so  facile  a  work- 
man^ip  to  have  adapted  itself  to  the  demands  of  very 
different  dramatic  styles ;  but  the  ascertained  share  of 
Lodge  in  the  prc^^ss  of  that  branch  of  our  literature  with 
which  we  are  alone  directly  concerned  cannot  be  described 
as  other  than  relatively  unimportant  and  exiguous. 

The  name  of  Thomas  Nashe  '  is  so  intimately  connected 
with  those  of  the  dramatists  previously  mentioned  in  the 
present  chapter,  that  some  notice  of  him  seems  in  its  turn 
called  for  here,  although  his  dramatic  writings  can  in  no 
case  have  formed  more  than  a  very  slight  part  of  his  extra- 
ordinary literary  activity.  Bom  at  Lowestoft  in  1567,  as  the 
son  of  a  '  minister'  of  Herefordshire  descent,  he  became  at 
a  very  early  age  a  member  of  '  thrice  fruitfull '  St.  John's 
College,  Cambridge,  'which  is  and  euer  was  the  sweetest 

'  En^ish  Drama,  ii.  49  ugg.  Hr.  Fleay  is  much  impressed  by  the  use  in 
all  these  pieces  and  in  TMt  Tntt  Tmgedit  of  Richard  III  of  the  phnse 
'a  cooling  card,'  which  he  supposes  the  medically  disposed  author  of  Tk* 
IVoutuia  of  Civil  War  to  have  adopted  as  a  kind  of  '  trade-maHi.'  Perhaps 
the  leaniing  of  scholars  blinds  them  in  some  cases  to  the  probability  [hat 
a  phrase  was  appropriated  for  no  reason  but  because  it  seemed  telling. 

*  lb.,  315-7. — Mr.  Fleay  is  careful,  in  the  instance  of  two  'doubtful'  plays, 
to  describe  his  own  supposition  of  Lodge's  authorship  to  be  essentially 
conjectural. 

•  Tk*  CompItU  Workt  of  TJiomai  Nask:  Edited  by  Dr.  A,  B.  Grosait 
(Huth  Library),  6  vols.,  1883-5 ;  cf.  Fleay,  Englis/i  Drama,  ii.  199-149,  and 
Mr.  S.  Lee's  article  on  Nashe  in  voL  xL  of  TJu  DidioHory  of  Natioual 
Biography  (1894). 


D.q.tizecbvGoOgle 


Ill]  SHAKSPERE'S  PREDECESSORS  419 

nurse  of  knowledge  in  all  that  Vniversity'.'  Here  he  resided 
for  nearly  seven  years,  but  he  seems  to  have  left  Collie 
when  of  third  year's  standing  as  B.A.,  having  according  to 
his  subsequent  -  chief  enemy's  account  made  himself  too 
prominent  in  the  production  of  zj'eu  tf^jj^r*/ oiTensive  to  the 
authorities^.  He  is  concluded  to  have  paid  a  rapid  visit  to 
France  and  Italy  before  beginning  his  literary  life  in  London 
in  i58«. 

Here  he  at  once  attadied  himself  to  the  rising  celebrity, 
Robert  Greene,  prefacing  his  Menaphon  (1589)  by  an 
Epistle  in  which  he  took  occasion  while  not  very  affably 
reviewing  contemporary  literature  in  general  to  pour  special 
contempt  upon  a  playwright  who  is  with  extreme  probability 
held  to  be  identifiable  with  Kyd^.  His  first  independent 
literary  venture,  Tke  Anatomu  of  Abmrditie  (1589),  bore 
a  title  which  may  have  been  imitated  either  from  Greene,  or 
from  Greene's  own  exemplar  ^  In  any  case,  Nashe  had 
borrowed  his  methods  of  diction  from  neither  Lyly  nor 
Greene,  having  as  a  bom  pamphleteer  (or  as  we  should 
say  journalist)  made  bold  to  set  up  a  good  plain,  strong 
and  abusive  prose-style  of  his  own. 

Fortunately  (as  the  world  goes)  for  the  peculiar  bent  of  n»i*n>- 
Nashe's  genius,  the  year  in  which  he  was  fairly  launched  "'^'' ' 
upon  his  life  as  a  man  of  letters  in  London  was  also  that  in 
which  the  turbulent  sea  of  the  Mar-Prelate  controversy 
was  at  full  tide.  As  a  matter  of  course  he  immediately 
engaged  in  it,  and  with  so  much  effect  that  he  was  both  at 
the  time  and  afterwards  (when  Nashe's  ghost '  was  repeatedly 
appealed  to  as  having  settled  the  affair  of  the  Martinists) 
regarded  as  a  protagonist  in  the  strt^gle.  Probably,  how- 
ever, his  direct  share  in  this  war  of  pamphlets  has  been 
considerably  exaggerated.    Anonymity^or  pseudonymity, 

'  See  JViuV^Lmim  5<Hf<  (Grosart,  V.  041).  CI  Stnmg*  Nrms,  Sec,  a.rtA 
the  fknoua  passage  in  pnise  of  St.  Joho's  in  the  EpistU  to  Ifi*  Gmilantn 
SliuUnts  o/bclh  Umvtraiiits  prefixed  by  Nashe  to  Greene's  Mfiephon. 

*  According  to  the  supposition  of  Gabriel  Harvey  {Th*  Trmming  of 
Thottuxs  Nas/it),  he  played  the  '  varlet  of  clubs '  in  a  show  called  Ttrtmnus  it 
MOM  Ttnttinus. 

'  See  Fleay,  k.  s.,  p.  134.     The  evidence  is  practically  irmiatible. 

*  Dr.  Furnivall,  however,  thinka  that  it  was  imitated  from  the  title  of 
Stubbs'  AnalomU  o/^AbuMt.  ;   ; 
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a  more  convenient  form  of  the  same  device — was  an  in- 
dispensable condition  of  the  fray;  there  can  at  the  same 
time  be  little  doubt  that  the  '  Pasquil '  of  the  contention  was 
Nashe,  from  whose  hand  the  celebrated  Returns  of  ike 
renowned  Cavalerio  Pasquil  (15^9)  in  particular  indis- 
putably proceeded.  His  authorship  of  An  Almond  for  a 
Parratt  {1590),  dedicated  to  the  actor  William  Kemp,  has 
notwithstanding  some  supposed  biographical  allusions,  been 
doubted  in  several  quarters  ^,  The  course  of  the  controversy, 
while  establishing  the  reputation  of  Nashe  as  a  professed 
satirist — a  '  Young  Juvenal,"  if  {as  can  hardly  be  doubted)  he 
earned  this  valedictory  epithet  from  Greene'  as  a  reward 
and  encouragement  of  his  exertions, — involved  him  in  a 
personal  quarrel  of  exceptional  virulence.  Of  this  he 
sounded  a  loud  note  in  one  of  the  most  notable  of  his 
tracts,  Pierce  Pennilesse  his  Supplication  to  ike  DiveU 
(1593)^,  interesting  both  as  a  defence  of  poetry  and  plays, 
and  as  a  picture  of  the  miseries  of  authorship.  The 
attack  upon  the  brothers  Harvey  contained  in  this  publica- 
tion was  taken  up  by  Gabriel  Harvey,  whose  traditional 
eminence  as  the  type  of  the  scholar-pedant  living  near 
the  rose — nay  in  a  rose-garden  of  associations  ancient 
and  modem — but  unable  thence  to  perfiime  his  native 
vinegar — has  not  been  lowered  by  recent  opportunities  of 
closer  acquaintance*.  The  most  characteristic  of  Nashe's 
appearances  in  this  on  the  whole  not  very  edifyii^  series  of 
bouts  is  the  last,  his  tract  of  Haue  with  you  to  Saffron 
Walden,  or  Gabriel  Harvey' s  Hunt  is  Vp  (1595},  which  is 
in  dialogue- form,  and  full  of  allusions  of  interest  to  the 
student  of  the  minutiae  of  the  history  of  our  early  dramatic 
literature*.  Gabriel  Harvey  retorted  with  the  Trimming 
of  Thomas  Nashe  (1597),  his  adversary  being  at  the  time 

'  See  GrosBTt,  i.  xlix.  and  cf.  Fleay,  106-7. 

*  A  Groat^eorlh  of  Wit.     Cf.  belonr,  the  reTerence  to  Herei. 

'  Edited  by  Collier  for  the  (Old)  Shakespeare  Society,  1849.  It  is  fliU  of 
references  of  interest  for  the  histot^  at  our  drama — of  comedy  in  particular. 

*  Dr.  Grosart'a  edition  of  his  Watis  {Hutk  Library),  6  vols,  1883-5  ;  "nd 
Gabriil  Hanry's  Lttttr  Book  (1573-60),  edited  for  the  Camden  Society  by 
Mr.  E.  J.  L.  Seott  (1884). 

'  It  opens  with  a  very  facetious  dedication  to  Dick  Litchfield,  the  Trinitjr 
Collefie  ^Miber. 
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a  prisoner  in  the  Fleet,  and  two  years  afterwards  the  com- 
batants were  silenced  by  archiepiscopal  authority,  and  '  all 
the  books'  of  each  ordered  to  be  suppressed. 

During  the  seven  years  {more  or  less)  through  which  this  andm 
war  of  libels  had  r^ed,  Nashe's  pen  had  been  unceasingly  ^^( 
busy  with  compositions  not  filing  under  the  description  of 
controversial ;  and,  as  has  already  been  indicated,  some  of 
his  controversial  pamphlets  themselves  may  at  the  same 
time  be  regarded  as  general  satires  and  descriptive  essays. 
Thus,  in  a  more  marked  degree  than  those  of  any  of  his 
contemporaries,  his  writings  were  preparatory  of  some 
of  the  earlier  efforts  of  the  English  novel,  just  as  certain 
famous  papers  in  The  Taller  and  the  Spectator  led  up  to 
some  of  its  later  developements.  His  social  satires—  of 
which  Pierce  Pennilesse  and  Lenten  Stuffe  may  serve  as 
types — display  tt^ether  with  a  great  deal  of  queer  learning 
a  great  deal  of  queer  knowledge  of  life,  and  while  crammed 
with  anecdotes  and  witticisms  of  all  kinds,  are  manifestly 
the  work  of  a  man  of  letters  who  was  a  keen  observer  of  the 
world  around  him.  At  the  same  time  he  became  master  of 
an  effective  style,  because  from  the  first  he  allowed  his  own 
style  to  be  formed  by  his  matter,  and  scorned  imitation, 
except  to  the  innocuous  extent  of  proving  himself  as  good 
a  scholar  as  his  fellow-authors '.  This  freedom  from  affecta- 
tion and  mannerism  distinguishes  his  way  of  writing  even  in 
pieces  put  tt^ether,  like  the  two  works  just  named,  with  an 
obvious  purpose  of  creating  an  eftect  by  eccentricity ;  it  is 
only  in  the  earlier  and  didactive  portion  of  his  solemnly- 
meant  Chris fs  Teares  over  5''^rajfl&OT{  1593)  that  be  rather 
strains  his  style  (though  even  here  not  unbearablyX  lest  he 

'  'Wherin  haue  I  borrowed  from  Gtitiu  or  Tarlton,  thai  I  s/iohU  Ihanht 
Ihtm  for  alii  haul?  Is  my  slile  like  Gntnts,  or  my  leasts  like  TaH/msl 
.  ,  .  This  1  will  proudly  boaat  .  .  .  that  the  vainc  which  1  haue  ...  is  of 
my  own  bc^lting,  and  cols  □□  man  Tatber  in  England  but  my  silfe,  neyther 
Sufihuis,  nor  TarltoH,  nor  Grtttu.  Not  Tarllon  nor  Gram  but  haue  beene 
contented  la  let  my  simple  iadgement  ouerrule  them  in  some  matter?  of  wit. 
Euphuis  1  readd  when  I  was  a  little  ape  at  Cambridse,  and  I  then  thought 
it  was  Ipst  ilU:  it  may  be  excellent  good  still,  for  ougbt  1  know,  for  I  lookt 
not  OD  it  this  ten  yeare:  but  to  imitate  it  I  abhorre,  otherwise  than  it 
imitates  JHuUrtk,  Ouid  and  the  chtucest  Lalinc  Authors '  i_Foun  Ldim 
CoHfiiUd,  Grosart.  ii.  067). 
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should  fall  short  of  being  impressive'.  The  natural  power 
of  his  style  stood  him  in  good  stead  in  the  most  notable  of 
all  his  works,  The  Unfortunate  Traveller^  (^594).  i"  which 
we  may  unhesitatingly  recognise  the  first  Englidi  example 
of  the  novela  picaresca — the  novel  of  odd  adventure — ^which 
was  to  attain  to  so  notable  a  developement  in  the  works  of 
our  eighteenth-century  masters  of  fiction.  To  a  novelist  of 
Nashe's  type  no  kind  of  adventure  came  amiss,  and  his 
hero  is  in  turn  practical  joker,  poet's  confidant,  and  actor  in 
a  real  drama  of  murderous  intrigue.  Historical  personages, 
from  Martin  Luther  to  Pietro  Aretino,  are  freely  brought  in 
to  fill  the  canvas ;  and  incident  abounds  so  continually  that 
we  do  not  care  to  ask  for  a  plot.  The  author  boldly  disclaims 
any  intention  of  hidden  allusions;  his  novel  contains  no 
cipher  and  requires  no  key ;  be  can  promise  nothing  but 
'some  reasonable  conveyance  of  historie,  and  varietie  of 
mirth.'  Irregular  and  haphazard  as  it  might  seem  in  form, 
the  product  was  racy  of  the  soil  whence  it  sprang,  and 
not  unworthy  of  the  most  famous  of  its  successors. 

While  it  cannot  be  pretended  that  either  in  this  novel  or 
in  any  other  of  his  works  Nashe  is  a  writer  to  whom  genius 
of  a  high  order  should  be  ascribed,  yet  hardly  anything 
remains  from  his  hand  unmarked  by  the  fresh  and  vigorous 
vitality  BO  conspicuous  in  The  Unfortunate  Traveller.  Such 
was  the  impression  left  by  him  as  a  writer  upon  his  contem- 
poraries, after  in  1601  his  brief  life  of  less  than  thirty-four 
years  had  come  to  a  close.  His  personal  career  had  been 
full  of  troubles  of  all  sorts ;  a  MS.  epitaph  states  that  he 
'never  in  his  life  paid  shoemaker  or  tailor';  Henslowe  had 
to  make  him  advances  both  when  at  large  and  when  (as  will 
be  seen  immediately)  in  prison  ;  nor  is  there  any  reason  for 
supposing  that  the  storms  had  calmed  when  he  sank  beneath 
the  waters.  But  although,  as  his  own  confessions  would 
suffice  to  show,  in  frequent  straits,  and,  never  out  of  a  fray 
when  he  could  be  in  the  midst  of  one,  he  was  so  far  as  it  is 

'  Aa  to  tbe  general  theme  of  this  tract,  cf.  anit,  p.  403,  note.— In  the 
address  7b  tttflmnln-prefiied  to  this  tract,  Nashe  notices  objections  that  have 
been  made  to  his  style  as  inflated  and  defaced  by  '  the  oAen  coyning  of 
Italionate  verbs  which  all  end  in  lie,  as  mummianite,  tyropanize,  tirannite.' 

'  Edited  by  Hr.  Gosse  in  ClomMi  Pros  R^rmts  (189a). 
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possible  to  discern  an  honest  partisan  and  a  staunch  friend, 
and  one  who  in  his  writings  at  least  was  not  wont  to  play 
fast  and  loose  with  truth  and  virtue.  His '  ghost,'  as  already 
observed,  did  active  work  as  a  pamphleteer  against  the 
Martinists  and  their  descendants  long  after  his  death ;  but 
his  associates  and  contemporaries,  while  they  naturally  re- 
called the  sharpness  and  bitterness  of  his  satirical  wit  as  his 
most  salient  characteristic,  cherished  a  kindly  remembrance 
of  the  most  eagerandeffectivecombatant  of  an  unquiet  age'. 

Nashe  is  only  known  with  certainty  to  have  composed  Nisdi 
two  plays,  besides  co-operating  in,  or  completing,  Marlowe's  ^^15^ 
Vitio  Queen  of  Carthage^.  The  earlier  of  these  was  his 
'pleasant  comedie '  of  Summer's  Last  Will  and  Testament^, 
which  was  privately  acted  in  1592  at  or  near  Croydon,  but 
not  printed  till  ifioo.  It  is  something  between  a  morality 
and  a  '  show ' ;  but  besides  the  seasons  and  other  mytho- 
lexical  figures,  a  real  persona^  is  by  the  easy  expedient  of 
an  obvious  pun  upon  his  name  introduced  on  the  scene  in 
the  shape  of  Will  Summer  (Summers,  or  Somers),  the 
celebrated  jester  of  King  Henry  VIII  *.     This  worthy  '  sits 

'  See  the  tributes  coUected  by  Hr.  L«e  in  bis  admirable  biognphical 
article,  >nd  more  espedally  the  passage  in  Tkt  Rttumt  frottt  Ptmatsta 
(part  ii.  act  i.  sc.  a),  which  it  is  pleasant  to  think  of  as  spoken  within  Ihe 
walU  of  St  John's  College:— 

'  Let  all  his  faultel  sleepe  with  his  mournful]  chest, 

And  [there]  for  euer  with  hts  ashes  rest 

His  style  was  wiltie,  though  [it]  had  some  gal, 

Smcething  he  might  hauc  mended, — so  may  all. 

Yet  this  I  say,  that  for  a  mother  witt, 

Few  men  haue  euer  scene  the  like  of  it' 

*  Anit,  pp.  356-8. 

■  Printed  in  Dodslcy's  Old  Plays,  vol.  ix.,  and  in  Hazlitt'a  DodsUy,  voL  viii. ; 
also  in  vol.  vi.  of  Dr.  Groaart's  edition  of  Nadu's  Works,  which  likewise 
contains  Dido.  Dr.  Grosart's  volume  contains  an  excessively  ingenious  series 
of  conjectures  by  Dr.  Brinsley  Nicholson,  as  to  when,  where,  by  whom  and 
on  vi^at  occasion,  the  play  was  performed.  Tlie  most  interesting  of  these 
argumentations  is  that  concerning  the  supposed  locality  of  the  performance 
—the  an^iepiscopal  palace  at  Croydon.  As  to  the  date  (1593,  not  1593,  as 
given  by  Dr.  Grosart),  see  Fleay,  History  of  Ihi  Stagi,  p,  78,  and  EngUsti 
Drama,  ii.  14B-.9.  Hr.  Lee,  u.s.,  says  that  the  play  was  acted  atBeddington 
near  Croydon,  the  house  of  Sir  George  Carey,  to  whose  wife  and  daughter 
respectively  Nashe  dedicated  his  CMrislts  Ttarws  ovtr  JtrusaUm  and  bis 
TdTTon  o/lht  NigAt  (1594). 

*  Aa  to  Will  Summen,  see  R.  Armtn's  JVof  o/Kiimts,  (Old)  Shakaptart 
Sodtfy's  PuiHtttHons,  184a,  pp.  41  s€qq.,  end  Collier's  iHtrodtiction  and  NoUt, 
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as  chorus,'  and,  as  he  says, '  flouts  the  actors '  after  a  fashion 
which  Ben  Jonson's  Every  Man  oat  of  his  Humour  and 
other  Elisabethan  plays  bequeathed  to  The  Rehearsal,  The 
Critic,  and  to  a  host  of  later  more  or  less  successful  appro- 
priations of  an  al!  too  seductive  device.  For  the  rest, 
there  is  but  little  plot  in  Nashe's  piece,  where  '  because  the 
plague  reigns  in  most  places  in  this  latter  end  of  Summer, 
Summer  must  come  in  sick,  yield  his  throne  to  Autumn, 
make  Winter  his  executor.'  '  Summer '  calls  before  him  the 
other  Seasons,  with  their  offspring  and  companions,  such  as 
Orion,  Bacchus,  Harvest,  Christmas,  '  Backwinter,'  and 
others ;  and  in  the  dialogues  consequently  arising  abundant 
opportunity  occurs  for  both  description  and  satire.  The 
command  of  language  characteristic  of  Nashe  is  admirably 
illustrated  by  a  variety  of  passages;  while  at  times  his 
writing  rises  above  mere  ingenuity.  Thus,  Orion's  praise 
of  the  Dog  will  commend  itself  to  observers,  and  is  very 
humorous  to  boot ;  while  Ver's  praise  of  poverty  and  Winter's 
assault  upon  Contemplation  and  the  Liberal  Arts  deserve 
the  credit  of  telling  efforts  of  sophistry.  A  certain  poetical 
charm  will  be  allowed  to  attach  to  Sol's  apol<^y,  and  the 
song  or  litany  prefacing  the  death  of  Summer  in  its  epi- 
grammatic melancholy  mingles  Ralph's  with  an  earlier 
Renascence  manner  ^.  The  elaborate,  if  not  always  accurate 
erudition  which  this  production  displays,  would  probably 
have  rendered  it  unsuitable  for  a  'common  stage';  but  if  as 

0.,  pp.  xix.  and  63-5.  He  is  several  times  referred  to  in  John  Heywood's 
PS^oflht  IVtl/irrfcf.anlr.p.a^B)  ;  and  hia  antics  are  mentioned  proverbially 
in  The  Dtatk  and  Buriall  of  Martin  MarPrtlab,  a  pamphlet  (probably 
erroneously)  attributed  to  Nashe :  '  For  first,  like  Wil  Sommers,  when  you 
knowe  not  who  bobd  you,  you  strike  him  that  iiist  comes  in  your  foolish 
head  '  (Groaart,  i,  aoa). — In  Gabriel  Harvey's  PitrtJs  Suptrtrugalion  (1593) 
the  following  varieties  are  enumerated  :  *  Scoggin  the  loviall  Toole,  or 
Skelton  the  Malancholy  foole,  or  Elderton  the  bibbing  fooi^  or  Will  S 
the  chollericke  foole.' 

Beauty  is  but  a  flower 
Which  wrinkles  will  devour: 
Brightness  flails  from  the  air; 
Queens  have  died  young  and  fair. 
Dust  hath  clos'd  Helen's  eye. 
1  am  sick,  I  must  die. 

Lord  have  mercy  on  us  I 
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has  been  supposed  Queen  Elisabeth's  own  presence  graced 
the  performance,  her  learned  tastes  were  assuredly  never 
provided  with  a  more  cunningly  seasoned  banquet. 

The  Isle  of  Dogs,  which  has  a  very  special  interest  for  Tht  Is't 
Nasbe's  bic^raphy,  was  never  printed.  It  appears  from  uj^ 
Henslowe's  Diaty '  that  in  the  spring  of  1597  Nashe  was  j»™/td\. 
engaged  upon  the  composition  of  this  piece  when  in  circum- 
stances of  distress  which  the  manner  was  fain  to  relieve  ; 
yet  according  to  Nashe 's  own  account",  when  the  play  was 
actually  produced,  his  own  share  in  it,  something  like  that 
of  Sackville  in  TAe  Mirror  for  Magistrates,  comprised 
only  the  Induction  and  the  first  Act.  But  the  offence  given 
by  the  piece  was  such  that  the  license  of  the  lord  admiral's 
company  was  withdrawn  for  some  weeks,  and  that  Nashe, 
as  the  reputed  author  of  the  whole,  was  for  an  even  longer 
period  confined  in  the  Fleet  prison.  The  incident,  the  effect 
of  which  was  heightened  by  the  su^estive  title  of  the 
play,  long  remained  a  favourite  reminiscence  in  connexion 
with  Nashe's  name';  but  we  know  nothing  concerning  the 

Hast  therefore  each  degree 
To  wdcome  destiDy : 
Heaven  is  our  heritage. 
Earth  but  a  player's  auge. 
Mount  we  unto  the  sky, 
I  an  sick,  1  must  die. 

Lord  have  mercy  on  u*  I ' — 
By   the    bye,    the    unexplained    'Doiiung:o'    in   the    song   of   Bacchus' 


'Moniieur  Uingo  for  quaffing  doth  surpass'— 
of  which  the  last  two  lines  are  quoted  in  HmtylV,  Pari  II,  act  v.  sc  a,  may 
owe  its  origin  to  the  type  of  Mingo  Revulgo  (L  c.  Douiinga  Vulgus)  in  the 
famous  Spanish  Coplas.  See  Ticknor,  History  ofSfianish  Liltrttlvrt,  i.  330-3  ; 
and  cf.  anU,  p.  a3i.^In  Nasfu'a  Ltnitn  Sluffi, '  Doming  Rufus  '  appears  as 
an  alltr  igo  of  Master  Redhemng,  the  hero  of  the  tracL 

'  Collier's  edition,  p.  94. 

*  See  Nash^t  Ltnitn  Stvfft  (Grosart,  v.  aoo);  'That  infortnnate  Embrion 
(an  imperfit  Embrion  I  may  well  call  it,  for  i  hauing  begun  but  the  induc- 
tion and  first  act  of  it,  the  other  foure  acts,  without  my  consent,  or  the  least 
gucase  of  my  drift  or  scope,  by  the  players  were  supplied,  which  bred  both 
their  trouble  and  mine  to)  of  my  idle  houres,  the  He  of  Dogs  before  men- 
tioned, breeding  vnto  me  Such  bitter  throwes  in  the  teaming  as  it  did .... 
I  was  »o  terrifyed  with  my  own  encrease  .  .  .  that  it  was  no  sooner  borne 
but  I  waa  glad  to  ninne  from  it.' 

'  It  is  referred  to  both  by  Heres  in  hb  Peila^  Tamia,  where  he  apostro- 
phises Nashe  as  'gallant  young  Juvenal,' and  in  Tht  Rttunu  fiom  Ptmaaan. 
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piece,  although   we  may  safely  suspect  it  to  have  had  a 
special  savour  of  the  Thames  and  of 'iovely'  London, 
Naskt's  The  discursive   element  in  Nashe'a   genius,  although  it 

^^^Uy  undoubtedly  contributed  to  the  attractiveness  of  his  lost  as 
dramatic,  it  does  to  that  of  his  extant  dramatic  work,  is  in  itself  the 
reverse  of  a  dramatic  quality.  Whether  or  not,  as  has  been 
sympathetically  suggested^,  he  was  the  particular  writer 
pictured  under  the  character  of  Ingenioso  by  the  author  or 
authors  of  the  Pernassus  Plays,  to  whose  charming  personal 
tribute  to  himself  I  have  already  referred,  he  was  the  very 
incarnation  of  reckless  wit — '  academical '  even  in  the  special 
sense  of  the  epithet  that  denotes  the  detachment  of  eiTorts 
like  his  from  the  immediate  and  what  are  very  generally 
considered  the  serious  purposes  of  life.  It  does  not  follow, 
however,  that  either  human  life  or  its  mirror  the  drama 
would  be  anything  but  the  poorer  for  the  absence  of  such 
sallies  as  those  by  which  he  diversified  their  r^^Iar  course 
of  operations. 


Henry  Chettle  (1564-1607  or  ante)  should  be  men- 
tioned here,  as  a  writer  closely  connected  with  one  at  least 
of  the  above-mentioned  dramatists,  and  thus  placed  in 
a  peculiarly  direct  relation  towards  the  early  reputation  of 
Shakspere  himself  Having  as  editor  of  the  posthumous 
publication  of  Greenes  Groatsworik  of  Wit  fallen  under 
the  suspicion  (not,  however,  confined  to  himself)  of  manipula- 
tion of  his  text,  Chettle  published  in  self-defence  his  tract  of 
Kind-Harfs  Dreame  (\S<)i,  or  quite  at  the  end  of  1592)*. 
In  this  pamphlet  he  repudiated  any  such  insinuation  and 
took  occasion  to  offer  a  very  handsome  testimonial  to  the 
playwright — unmistakeably  Shakspere — whom  the  deceased 
author  of  the  Groatsworth  had  gone  out  of  his  way  to  vilify. 
Chettle,  who  seems  to  have  been  in  business  as  a  printer 
before  he  contributed  matter  of  his  own  to  the  press,  claimed 


ChrUU 


'  See  articles  by  Professor  Hales  in  Thi  Acadttny,  March  19,  and  in 
MaciHJlan's  Magatint,  Hay,  1887. 

•  Reprinted  in  Pari  I  of  S/taisfitrt  AUusim  Books,  edited  by  Dr.  C.  H. 
Inglcby  for  the  (New)  Shakspere  Society,  1874.  See,  in  the  IntrodHciiott, 
Dr.  Ing^eby's  argument  as  to  Shakspere  having  been  (he  person  to  whom 
Chettle's  apology  to  this  tractate  wa«  addressed. 
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to  have  done  good  service  in  his  earlier  craft  both  to 
Nashe  and  to  other  '  advanced '  scholars ;  and  the  extra- 
ordinary multiplicity  of  his  own  dramatic  labours  brought 
him  into  direct  association  with  a  lai^e  number  of  the  play- 
wrights contemporary  with  himself.  To  him  are  attributed 
the  sole  or  joint  authorship  of  plays  amounting  in  numbers 
to  a  total  of  two-score-and-nine,  of  which  something  like 
one-fifUi  purport  to  have  been  ofhis  own  unassisted  making'. 
Such  a  record,  however,  possesses  no  very  solid  statistical 
value.  Chettle'a  tract  entitled  Englandds  Mourning  Gar- 
ment^ (an  elaborate  tribute  which,  from  its  design,  must 
have  been  published  very  soon  after  the  death  of  Queen 
Elisabeth)  has  a  more  general  literary  interest  as  furnishing 
his  estimate  of  the  chief  literary  influences  acknowledged  in 
his  earlier  days — although  the  names  of  several  of  the  writers 
are  veiled  under  fictitious  appellations.  His  own  life  was 
fijll  of  troubles,  and  few  of  Hcnslowe's  most  regular  sup- 
porters seem  to  have  required  more  systematic  relief*. 

No  play  attributed  to  Chettle's  single  authorship  has  Hoffman 
been  preserved,  with  the  exception  of  the  sanguinary  but  '^^^ 
not  as  a  whole  powerful  tragedy  of  Hoffman,  or  A  Revenge  1631). 
for  a  Father  (acted   1603,  printed    1631*).     It  would  be 
futile  to  pretend  to  judge  the  dramatic  talent  of  the  author 
from  this  particular  example  of  his  work,  more  especially 
since   Meres,   in   his  Palladis   Tamia,  signals  him  out  as 
'  one  of  the  best  for  comedy ' ;   on  the  other  hand,  so  far 
as  one  can  judge  from  the  titles  of  the  plays  with  which  he 
is  said  to  have  been  connected,  his  bent  must  be  supposed 
to  have  lain  towards  tragedy.     It  is   difficult   to  escape 
the   conclusion,   supported   by   the   circumstance  that   in 
the  summer  of  1592  Chettle  had   in  view  for    Henslowe 

*  For  the  various  computations,  see  Collier,  iii.  51 ;  Yltty,  Engtiak  Drama, 
i.  66  ae^. ;  and  Mr.  BuUen's  article  od  Cbetllc  in  vol.  z.  of  the  DicHonary  of 
Naiiimat  Biogra^y  (1887), 

*  Likewise  reprinted  by  Dr.  Ingleby,  h.  a. 

*  See  Htttaloan's  Diary,  ib6,  141,  151. 

*  Edited,  with  on  InlroduclioH,  by  'H.  B.  L.'  (1853).  The  IitrodiKhon 
contains  a  list  of  sixteen  original  plays  attributed  to  Chettle,  and  of  thirty- 
one  (twenty-seven  of  these  being  lost)  in  which  he  is  stated  to  have  col- 
laborated.—Ur.  Fleay  considers  Thomas  Heywood  to  have  bad  a  share  in 
Hoffman.    See  English  Drama,  i.  70-71 ;  agi. 
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the  composition  of  a  play  called  by  the  latter  a  Danish 
tragedye ',  that  the  author  of  Hoffman  was  acquaioted  with 
the  theme  of  Hamlet^  which  was  entered  in  the  Statiomri 
Registers  in  this  very  year  ifioa  under  the  title  of  The 
Revenge  of  Hamlet  Prince  of  Denmark  '.  Whether  from 
this  we  are  to  conclude  Hoffman  to  have  been  designed  as 
a  rival  play  to  the  production  of  a  rival  company,  is 
a  question  on  which  it  is  unnecessary  to  pronounce^.  If  so, 
it  was  by  coarser  means  that  the  '  Henslowe '  tragedy 
sought  to  compass  a  more  complete  effect.  The  first  act, 
notwithstanding  its  ghastliness,  is  perhaps  the  best  portion  of 
this  play,  the  hero  of  which — nor  vainly — boasts  that  the 
tragedy  wreaked  by  him '  shall  surpass  those  of  Thyestes, 
Terens,  Jocasta,  or  Medea.'  The  course  of  the  action 
suggests  either  the  determination  of  the  author  to  lose  sight 
of  no  su^estion  of  dramatic  horror,  or  his  use  of  some  un- 
discovered local  narrative  source.  But,  although  the  strange 
jumble  of  German  names  and  titles  might  favour  the  latter 
supposition,  no  such  source  has  so  much  as  been  conjectured ; 
and  the  tragedy  remains,  so  far  as  we  can  see,  a  mass  of 
theatrical  motives  of  tragic  effect  rudely  worked  out. 
Patimt  Among   the  plays   in  which  Chettle  collaborated  with 

(^  1603I  other  writers,  it  is  pardonable  to  single  out  The  Pleasant 
Comedie  of  Patient  Grissil*,  in  the  compoation  of  which 
Dekker  and  Haughton   shared  with  him^    The  special 

*  HttlSloaJs  Diaty,  p.  334. 

'  SMicmtn'  Rtgisltrv,  ed  Weber,  vol,  iii.  p.  84  b.  The  ■  booke '  is  entered 
'  as  yt  was  latelie  Acted  by  the  Lord  Chamberlayne  his  servanles.' 

*  See  Delius'  article  Outlli's  Hoffman  and  Shahisptan's  Hamltt  ia  Jakr- 
buch,  dc,  vol.  ijt,  (1874). 

'  Edited  for  the  (Old)  Shakespeare  Society  by  the  late  Mr.  Collier  (1841). 

'  As  tu  Dekker,  see  below. — OrWilliBin  HBughton  personally  very  little  is 
known,  except  that  an  attempt  has  been  made  to  identify  him  vrith  ■  name- 
sake who,  after  gnduating  U.A.  at  Oxford,  was  Incorporated  at  Cambridge 
in  1604.  (See  Hr.  Bullen's  notice  in  vol.  xxv.  of  the  DieHoHaiy  ofNalioMai 
Biography,  1691.)  His  name  is  frequently  mentioned  in  Hmstowia  Diaty, 
as  concerned  in  all  kinds  of  dramatic  work,  from  a  revision  of  Firrtx  and 
Porrtx  to  ptays  appealing  directly  Co  the  tastes  or  interests  of  the  day.  On 
one  occasion  Henslowe  records  a  loan  to  Haughton  of  '  x*.  to  releace  him 
owt  of  the  clynckc '  ithe  Clink  prison  in  Southwark).  His  Engli^mtti  for 
my  Mimty,  or  A  Wontan  will  hoot  ktr  Will  (reprinted  in  vol- 1.  of  Hazlilt's 
Dodslty),  entered  in  1598  by  Henslowe  under  the  second  of  the  above  titles, 
but  not  extant  in  an  earlier  editioB  than  that  of  1616,  tppears  to  have  been 
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history  of  the  theme  treated  in  this  play  covers  a.  wider 
ground  than  can  here  be  surveyed  ;  suffice  it  therefore  to 
say  that  the  story,  for  which  Chaucer  considered  himself 
indebted  to  Petrarch,  although  it  had  been  previously — 
probably  not  for  the  first  time — treated  by  Boccaccio,  at 
a  very  early  period  commended  itself  to  the  stage.  It 
furnished  the  plot  of  one  of  the  few  French  mysteries  known 
to  have  dealt  with  a  semi-secular  subject'.  In  the  later 
Renascence  age  (1546)  Hans  Sachs  produced  a  'comedi' 
on  the  story  of  Griselda,  in  which  according  to  his  wont 
the  concluding  moral  was  not  stinted*.  The  subject  has, 
in  various  forms,  continued  to  attract  dramatic  writers  down 
to  our  own  day*.  As  to  the  play  by  Chettle  and  his 
coadjutors,  it  was  probably  founded  in  the  first  instance 
upon  the  prose  tract  reproducing  this  favourite  stoiy,  from 
which  we  may  suppose  the  ballads  on  the  same  theme  to 
have  been  derived  *.  No  immediate  influence  of  Chaucer  is 
recognisable  in  the  composition  of  the  play  under  notice. 
Indeed,  the  obvious  necessity  of  compressing  the  limits  of 
time  gives  to  the  action  of  this  drama  a  greater  measure 

a  vei7  popul&r  play.  It  la  a  meny,  bustling  comedy  of  London  life,  showing 
how  the  three  daughtera  of  a  '  Portingal '  usurer  and  their  three  English 
lovers  carried  the  day  over  their  avaricious  sire  (whose  nose,  like  that  of 
Barabas,  betokens  his  style  of  business^  and  the  three  benighted  foreigners 
favoured  by  him—a  Frenchman,  an  Italian,  and  a  Dutchman.  Anthony,  an 
intriguing  schoolmaster,  and  Frisco,  a  bungling  clown,  help  to  carry  on  the 
action,  which  is  extremely  animated.  —  Thi  Spanish  Moor's  Tragidy,  by 
Chettle,  Day,  and  Dekker  U6oo),  is  thought  by  Mr.  Fleay,  English  Drama, 
1.  379,  to  be  identical  with  Lusfs  Dominion,  published  in  1657  as  Marlowe's. 
— Ilie  play  of  Jant  Short,  by  Chettle  and  Day,  was  probably  much  earlier 
in  date  of  composition  than  1603,  wheu  it  was  acted,  with  alterations,  by 
Lord  Worcester's  company.     (Halliwell's  DicHonary,  &<:.,  (33.) 

'  See  Collier's  fnlraducfion,  u.  s.,  p.  vi,  and  Ebert,  EntmctluHgsgrschuAfe, 
&t.,  p.  33-     The  date  is  given  by  Collier  as  1393,  by  Ebert  as  1395. 

'  See  Goedeke  and  Tittmaim's  Diektungnt  von  Hans  Sachs,  iii.  46  stqg. 
Hans  Sachs  mentions  Boccaccio  as  his  original. 

'  '  Friedrich's  Halm's '  Gristtdis  was  produced  at  Vienna  in  1835 ;  HH. 
Silvestre  and  Horand's  Gristlidis  at  the  ConUdit  Franfaist  in  189T ;  and 
Mr.  H.  A.  Jones'  Paliml  CriteU  {I  thiukl  in  1893. 

'  Tht  History  of  Patient  GrissH.  Two  eariy  tracts  in  black  letter.  With 
■n  Introduction  and  Notes  (by  J.  P.  Collier),  Ptny  Sociii^/s  PubliralioHS, 
1343.— lATiUiam  Forrest's  poem  Tht  Sicand  Gnsyld  (completed  in  1558), 
a  narrative  in  verse  of  the  divorce  of  Queen  Catherine  of  ArBgon,  testifies 
to  the  popularity  of  the  stoiy.  (See  DieHmtary  of  NaUontU  Biogra^, 
voL  XI.  p.  5.) 
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of  probability  than  can  be  attributed  to  that  of  The  Gierke's 
Tale,  extending  as  it  does  over  a  long  series  of  years. 
And  althoi^h  even  the  spectators  of  the  play  may  have 
found  some  difficulty  in  reconciling  the  proceedings  of  the 
'  thoughtful  markis '  with  the  demands  of  common  sense, 
yet  the  playwrights  must  be  allowed  to  have  contrived  with 
considerable  skill  to  humanise  his  inhuman  trial  of  his 
wife's  obedience.  Patient  Grissil,  which  moreover  contains 
two  charming  lyrics  ^,  appears  to  me  to  be  a  both  effective 
and  pleasing  work.  The  character  of  the  faithful  Babulo, 
the  clown  of  the  piece,  mingles  with  its  broad  fun  some 
touches  of  true  pathos '.  On  the  other  hand,  the  humour  of 
the  Welsh  Sir  Owen  (whose  shrewish  charmer  Gwenthyan 
is  intended  as  a  comic  antitype  to  the  patient  heroine)  has 
a  stagey  flavour ;  but  the  Tudor  public  seems  never  to  have 
wearied  of  gibes  against  the  Welsh  compatriots  of  the 
founder  of  the  rdgning  dynasty ;  and  the  union  of  Wales 
and  England  seems  to  have  been  deemed  a  standing  popular 
joke  long  after  it  had  been  consummated  as  a  political  act. 
Shakspere,  with  his  usual  felicity,  was  able  to  give  a 
sympathetic  turn  even  to  a  national  prejudice  ^. 

Among  the  dramatic  authors  with  whom  Chettle  col- 
laborated  were,   besides    those    already   mentioned,  John 

'  The  sonE  'Art  thou  poor,  yet  hast  thou  golden  slumbers'  (act  i.sc.  i), 
and  the  lullaby  (act  iv.  sc.  a)  have  been  ascribed  to  Dehker,  by  reason  of 
his  acknowledged  lyrical  gifts.  But  I  know  of  nothing  undoubtedly  his  that 
could  be  described  as  equal  to  the  former  of  these  two  Songs. 

*  See  act  iv.  sc.  a  :  '  Enter  Babulo,  with  a  bundle  of  osiers  hi  one  arm,  and 
a  child  in  another ;  Grissil  after  him  with  another '  (she  has  been  expelled 
with  her  twins  from  her  husband's  house,  and  driven  to  seek  refuge  with 
ber  father).  Babulo's  speech  offers  an  admirable  opportunity  for  that  mixture 
of  low  comedy  and  pathos  which  rarely  misses  its  eSect  in  the  hands  of 
a  suitably  gifted  aclor  :  '  A  Eg  for  care  [  old  master,  but  now  old  gmndsire, 
take  this  little  Pope  Innocent:  we'll  give  over  basket- making,  aod  luro 
nurses.  She  has  uncled  Laureo.  It's  no  matter,  you  shall  go  make  a  fire. 
Grandsirc,  you  shall  daudle  them.  Grissil  shall  go  make  pap,  and  111  lick 
the  skillet ;  but  first  I'll  Tetcb  a  candle.  It's  ■  sign  'tis  not  a  dear  year,  when 
they  come  by  two  at  once.  Here's  a  couple,  quoth  jackdaw.  Art  thou 
there  I    Sing  grandaire.' 

■  Possibly  Chettle  took  the  some  line  in  his  play,  in  which  Drayton  was 
his  coUabcrator,  'wherein  isapartofa  Welchman,'  which  has  been  supposed 
to  be  identical  with  Tht  Valiant  Wtldimat*  (Caradoc  the  Great)  printed  in 
ifiiS  as  by  '  R.  A.,'  and  consequently  attributed  to  Armia. 
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Day,  of  whom  it  seems  more  appropriate  to  speak  in  AHihmy 
a  later  chapter,  and  Anthony  Munday  ^.  Monday's  long  ^-^•'"y 
life  (he  was  bom  in  1553)  extended  to  1633,  but  the  most  1633).  His 
characteristic  phases  of  his  extraordinary  literary  activity  J^""'' 
proclaim  his  special  partnership  In  the  likings  and  labours 
of  the  age  with  which  this  chapter  is  more  immediately 
concerned.  The  non-literary  aspects  of  his  life  are  not  of 
a  nature  to  secure  our  sympathy.  In  his  early  manhood  he 
visited  Rome  in  what  seems  to  have  been  the  secret 
capacity  of  a  Protestant  spy,  commissioned  by  two  enter- 
prising publishers,  upon  the  Ei^lish  Jesuit  College  there. 
{His  experiences  are  described  in  T/ie English  Romayne  Life^ 
in  a  style  of  which  the  literature  of  tracts  furnishes  only 
too  many  examples*.)  Three  years  later  he  thrust  himself 
forward  by  means  of  a  series  of  tracts  purporting  to  clear 
up  the  circumstances  of  the  betrayal  of  Edmund  Campion 
into  the  hands  of  the  Government,  and  discrediting  the 
Jesuits  to  the  best  of  his  ability.  His  reward  seems  to 
have  been  the  post  of  messenger  of  the  Queen's  chamber. 
This  may  have  rendered  it  unnecessary  for  him  to  return  to 
the  actor's  profession,  in  which  he  seems  to  have  previously 
ei^aged  (perhaps  even  before  his  Italian  journey),  but  from 
1584  onwards  to  about  the  dose  of  the  reign  he  appears  to 
have  been  most  actively  employed  in  dramatic  composition. 
Commencing  with  Fidele  and  Foriunio,  or  The  Two  Italian 
Gentlemen,  a  translation  or  adaptation  seemingly  never 
broi^ht  on  the  stage,  but  containing  a  character,  Captain 
Crackstone,  which  achieved  a  passing  celebrity  *,  these 
plays  would  seem  to  have  chiefly  treated  themes  derived 
from  historical  or  other  romance.  To  his  translations 
of  popular  French  and  Spanish  romances,  including  ^hki^m 
de  Gaule  and  the  Palmerin  family,  Munday  probably  owed 

'  See  Collier's  Introduction  to  his  Fiot  Old  Plays,  in  whicb  Tht  Doum/all 
o/Robcri  Eari  of  HuHtmgdon  is  reprinted,  and  to  his  edition  ot  John  a  Kml 
and  John  a  Cumbn  (Shakespeare  Society's  Publications,  1651),  and  Hr.  J. 
Seccombe's  article  on  Hunday  in  voL  zixix  of  Tlu  Dictionary  of  Natiomd 
Biography  (1894). 

'  Printed  in  1583,  and  reprinted  in  vol.  ii.  of  Tht  Haiitian  Miscdiany 
(1809). 

"  "   "      " "   "   a  IVaidtH.    Ct  Fleay, 
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the  chief  part  of  bis  reputation.  But  he  increased  it  by  his 
plays,  by  his  prose-tracts  of  various  contents,  and  more 
especially  by  his  ballads,  fitted  to  popular  tunes.  In  his 
later  years,  mindful  of  his  own  origin  as  '  a  citizen  and  a 
draper,'  and  probably  conscious  of  a  personal  ^reemert 
with  the  spirit  of  the  times  (so  far  at  least  as  the  City  was  con- 
cerned), he  devoted  himself  largely  to  the  composition  of  City 
Pageants.  Both  on  account  of  his  labours  in  this  line  of 
authorship,  and  as  a  writer  of  ballads,  he  incurred  the  ridicule 
of  Ben  Jonson,  who  made  fun  of  him  in  the  character  of 
Antonio  fialladino,  and  at  the  same  time  cast  in  Munday's 
teeth  a  compliment  that  had  recently  been  paid  to  his  con- 
structive powers  as  a  dramatist  by  a  less  exacting  critic'. 
His  ^iyw-  Munday's  lively  comedy  of  John  a  Kent  and  Jokn  a 
Cumber  (of  which  the  MS.  bears  date  1595)  exists  only  in 
an  imperfect  state.  It  is  said  to  be  founded  upon  an  old 
ballad ;  and  its  chief  characters  are  two  wizards  of  popular 
renown  resembling  the  Friars  Bacon  and  Bungay  of  Greene's 
play,  likewise  founded  upon  popular  traditions ;  the  rustic 
orator  Turnop  is  also  amusing. 

But  a  superior  interest  attaches  to  Tke  Downfall,  and  to 

its  sequel.  The  Death,  of  Robert  Earl  of  Huntington,  whom 

the  title  of  the  earlier  play  describes  as  '  afterwards  called 

Robin  Hoode  of  mtrrie   Skerwodde*'      Both  these  plays 

were  produced  in  1598,  and  printed  in  1601 ;  the  former,  as 

we  possess  it,  comprises  the  alterations  introduced  by  Chettle 

into  Munday's  original  play  with  a  view  to  its  performance 

at  Court ;   the  latter  seems  to  have  been  a  collaboration 

between  the  two  writers,  to  whom  it  is  less  easy  to  assign 

their  respective  shares  *. 

Munda/s         Neither  taken  individually  nor  viewed  in  conjunction  do 

^'p^^     these  plays  bear  out  Munday's  claim   to  have  been  'the 

Earl  of       best  plotter'  of  his  age.     Indeed,  nothing  could  be  looser 

'  See  Tkt  Cast  is  Alttrid  (1598-9^,  act  i,  tc.  1: :  '  You  are  not  pageant  poet 

to  the  city  of  Milan,  sir,  are  you  t '  and  (in  allusion  to  the  praise  of  Munday  in 

Meres'  Palladis  Tamia,  1598),'  You  are  in  print  already  for  the  best  plotter.' — 

Munday  is  supposed  to  have  taken  part  in  the  Marprelate  controversy  un  the 

side  of  the  Bishops,  but  whether  as  a  ballad-writer  or  as  a  playwright  is 

unknown. 

■  Both  plays  are  printed  in  Fiat  Old  Plays,  and  in  Hazlitt's  DodsUj,  vol  viii 

*  Fleay,  English  Drama,  i.  114-6. 
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than  the  construction  of  these  pieces.  The  Doivnf all  \>&gms  HuitUng- 
with  an  Induction,  in  which  the  principal  part  is  taken  by  /^^ 
Skelton,  who  accompanies  with  an  explanatory  comment 
a  dumb-show  shadowing  forth  the  ailment  of  the  play. 
Its  subject  is  the  overthrow  from  his  high  estate  of  the 
Earl  of  Huntington,  otherwise  'the  poor  man's  patron, 
Robin  Hood,'  by  the  violence  of  Prince  John,  the  villainy 
of  the  Earl's  enemies,  and  the  faithlessness  of  his  steward 
Warman,  who  afterwards  becomes  sheriff  of  Nottingham. 
Prince  John  is  enamoured  of  Marian  or  Matilda,  daughter 
to  Earl  Fitzwater,  and  betrothed  to  Robin ;  and  Queen 
Elinor  is  enamoured  of  Robin  himself.  The  wiles  of  his 
foes  force  Robin  to  betake  himself  once  more  to  an  outlaw's 
life  with  his  merry  men  in  Sherwood  Forest ;  but  in  the  end 
Kir^  Richard  arrives  as  a  deus  ex  mac/tind,  and  restores  the 
hero  and  his  friends  to  honourable  estate. 

The  play  however  announces  itself  as  incomplete,  and  CArftf*  and 
Skelton  (who,  after  playing  the  part  of  Friar  Tuck,  and  i^Aof 
being  allowed  'a  word  or  two  besides  the  play'  in  act  iv,  fiotirt 
^ain  comes  forward  as  stage-manager  and  Epilogus  at  the  Huntitig- 
close)  promises  the  continuation  of  the  subject  in  another  ton^diJ 
tragedy.    In  the  first  act  of  the  Death  the  hero  is  accordingly  ' 
killed  by  poison ;  and  the  remainder  of  the  tragedy  is  chiefly 
occupied  with  King  John's  attempts  to  secure  the  love  of 
Matilda,  Robin's  vii^in  widow.     She  eludes  him  by  seeking 
refuge  in  an  abbey;  but  being  pursued  even  there, willingly 
takes  poison  from  the  hands  of  the  agent  of  the  baffled 
tyrant.     King  John's  remorse,   aided   by  an   insurrection 
against  his  rule,  induces  him  at  the  end  of  the  play  to 
promise  an  amendment  of  his  ways. 

In  all  this  there  is  of  course  neither  historical  truth  nor 
even  a  faithful  adherence  to  popular  tradition.  In  details 
as  well  as  in  the  general  management  of  the  action  the 
author  or  authors  might  easily  be  convicted  of  carelessness, 
and  upon  the  whole  these  plays  are  as  hurriedly  written 
as  they  are  put  together.  They  abound  (especially  the 
Downfall)  in  rimes,  often  of  an  indifferent  kind  ;  quatrains 
are  largely  interspersed ;  and  apart  from  the  Skeltonical 
verse  (by  no  means  good  of  its  kind),  the  metre  is  varied 

VOL.  I.  r  f 
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by  short  lines.    Yet  both  plays  contain  passages  ofcon^der- 
ablc  v^our  and  spirit ;  and  nothing  but  care  was  needed  in 
order  to  weld  good  materials  into  a  satisfactory  whole ', 
MuHiUy  Munday  was  also  joint  author,  with  Michael  Drayton, 

/v«m^'  ^-  Wilson,  and  R.  Hathwaye,  of  the  First  Part  of  Sir 
of  Sir  John  John  OldcastU*,  a  play  which,  having  been  published  in 
1600  with  the  name  of  Shakspere  on  the  title-page  (though 
this  would  seem  to  have  been  afterwards  removed),  has 
naturally  occupied  the  attention  of  sanguine  critics.  But 
already  Malone  placed  its  real  author^ip  beyond  doubt  *  ; 
and  its  merits  must  be  discussed  without  reference  to  any 
supposed  Shaksperean  or^in.  Schlegel  spoke  of  it  as 
a  model  of  the  biographical  drama ;  Hazlitt,  on  the  other 
hand,  considered  it  a  very  indifferent  composition.  The 
latter  opinion  seems  to  me  the  nearer  to  the  truth.  Whether 
or  not  the  lost  Second  Part  may  have  been  able  to  make 
the  hero  as  interesting  on  the  stage  as  he  is  in  history,  the 
First  in  my  opinion  fails  to  attain  to  this  end.  Sir  John 
Oldcastle  here  appears  as  nothing  more  than  an  injured 

'  The  speeches  of  Leicester,  Down/all,  iv.  i,  are  very  effective;  the 
references  to  the  bter  were  doubtless  acceplable  at  court.  In  Brace's 
speech,  Dtalk,  v.  a,  there  is  even  a  touch  of  imaginative  descriptive  power. 
The  scene,  immediately  following,  in  which  Haid  Hariiui's  dead  body,  clad 
in  white,  is  borne  on  the  stage,  must  have  been  very  touching,  and  may 
remind  the  modem  reader  of  a  beautiful  passage  in  the  Idylls  of  tht  King, 
Warman's  attempt  at  suicide  [Doom/all,  v.  i),  although  an  obvious  re> 
miniscence  of  the  end  of  Judas  in  the  mysteries,  is  very  vigorous  in  its  way. 
On  the  other  hand,  King  John's  vision,  Dtath,  i.  a,  introduces  abstract 
figures,  as  if  the  authors  had  remembered  Bishop  Bale's  Chronicle  History. 
I  am  convinced  that  Shakspere  was  acquainted  with  these  plays.  Mr.  Collier 
has  pointed  out  the  resemblance  between  a  famous  line  in  Matbrlh  and  one 
in  ThiDtalh: 

'The  multitudes  oT  seas  dyed  red  with  blood.' 
The  masque  in  ii.  3  did  not  of  course  suggest  that  in  Hatty  l^III,  which 
ShaJapere  took  from  Cavendish;  but  the  resemblance  (with  a  dilference) 
in  the  situations  is  striking.  The  song  of  Friar  Tuck,  when  disguised  as 
a  pedlar  {Downfall,  iii.  i),  should  also  be  compared  with  that  of  Autolycua 
in  Tht  WitUtt'i  TaU  (iv.  3).— As  to  earlier  dranMtic  treatments  of  the  RoUn 
Hood  legends,  see  atdi,  p.  144,  and  ib.  note  (as  to  Skelton's  allusion  to 
Friar  Tuck). 

*  Printed  in  the  Attaatt  Brilith  Dmma,  vol.  i. 

'  iHqiiry,  p.  093.  Its  relation  in  mbjtel  to  the  First  Pni  tf  Htmy  IV  vr^ 
be  touched  upao  below.  A  passage  in  the  Prologue,  and  tivo  references  to 
the  Shaksperean  Falstaff  in  ili.  4,  prove  Htttry  IV  to  have  preceded  the 
FiraiPari  of  Sir  John  ObkaalU. 
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innocent  But  the  play  is  very  stirring  in  its  action ;  and 
contains  both  situations  and  characters  of  a  very  vivacious 
humour,  such  as  the  scene  in  which  the  servant  of  Sir  John 
forces  the  summoner  to  eat  his  writ,  and  the  characters  of 
this  servant,  the  &ithful  but  irrepresable  Harpool,  and  the 
Irishman,  who  on  being  taken  to  the  gallows  to  suffer  for 
his  misdeeds,  entreats  the  'lord  shudge'  to  let  him  be 
'  hang'd  in  a  wyth  after  his  own  country,  the  Irish  fashion.' 
Nor  should  I  pass  by  the  very  ungodly  Sir  John,  the  Parson 
of  Wrotham, — a  character  which,  had  it  been  drawn  by 
Shakspere,  might  indeed  furnish  us  with  a  very  distinct  clue 
as  to  the  poet's  opinions  concerning  the  Church  authorities  of 
his  day.  But  it  was  not  drawn  by  Shakspere ;  and  Anthony 
Munday's  views  on  the  subject  are  more  easily  gained. 

The  Robert  Wilson,  stoted  to  have  coUaboratored  Hoitrt 
with  Munday  in  the  last-mentioned  play,  and  with  Chettle  ^^^^^ 
and  others  in  several  dramatic  productions  belonging  to  the  fi.  i^^ 
same  period,  should  possibly  be  distinguished  from  the  name- 
sake who  has  been  previously  mentioned  as  the  author  of 
works  connecting  themselves  with  an  earlier  phase  in  the 
developement  of  our  drama  ^,  and  who  was  an  actor  first  in 
Lord  Leicester's,  and  then  in  the  Queen's,  service.    If  so,  we 
must  suppose  it  to  have  been  the  younger  Robert  Wilson 
that  was  praised  by  Meres,  although  on  what  grounds  we 
are  hardly  in  a  position  to  estimate,  as  '  for  learning  and  ex- 
tempoial  wit,  without  compare  or  compeer  *.' 

Robert  Armin  ',  although  the  more  settled  part  of  his  Robiri 
career  both  as  player  and  as  playwright  falls  in  the  reign  of  (,C^_ 

'  Cf.  a»U,  140  note ;  and  ace  Fleay,  English  Drama,  ii.  378  and  983  atqq.    '""*  '•' 
Mr.  Fleayattributes  to  the  elder  Wilson  theauthorahip  at  Fair  Em  (see  below). 

*  Palladia  Tamia.  Cf.  Collier's  InfroJuciion,  reprinted  in  vol.  vi.  of 
Hazlitt'i  Dodtliy,  where  the  non-identitf  of  the  two  Robert  Wilsons  ia 
already  suggested. 

*  See  Collier,  iii.  4ri-ai ;  and  cf.  Fleay,  i.  94  aiqq.,  and  the  notice  by  the 
late  Mr.  Dutton  Cook  in  vol  ii.  of  Tht  Dictionary  of  National  Biography  (1885). 
The  authority  as  to  his  relations  with  Tarlton  is  the  collection  called  Tarlioit't 
JtsU,  of  which  the  earliest  extant  edition  bears  date  1611.  Gabriel  Harvey 
described  Armin  in  1593  as  One  of  'the  common  pamphleteers  of  London': 
but  his  best-known  tiact.  A  NtsI  of  Nimtita,  edited  by  Collier  for  the  (Old) 
Shakespeare  Society,  1849,  was  not  published  till  1608.  The  probable  date 
of  his  death  is  1611. — As  to  Tarlton  and  the  'Jests,'  see  below. 
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King  James  I,  belongs  by  his  training  as  a  stage  humourist  , 
and  by  his  activity  as  a  pamphleteer  to  the  group  of  which 
I  have  noted  the  most  prominent  figures.  He  is  said  to 
have  been  apprenticed  to  the  famous  Richard  Tarlton, 
who  trained  him  to  become  his  successor  in  the  clown's 
parts  by  which  he  had  earned  the  chief  part  of  his  popular 
renown.  There  is  some  doubt  as  to  the  origin  of  the 
only  play  by  Armin  which  has  been  preserved,  viz.  the 
'  Chronicle  History '  of  TAe  Valiant  Welshman '. 

Another  drama,  by  an  unknown  author,  describing  itself 
as  of  this  species  is  Nobody  and  Somebody.  With  the  True 
Chronicle  History  of  Elydure  who  was  fortunately  three 
seueredl  times  crowned  King  of  England.  The  '  historical  * 
portion  of  this  piece,  which  in  the  method  of  its  satire  follows 
the  model  of  the  old  moralities,  is  borrowed  from  an  episode 
in  Geoffrey  of  Monmouth  which  was  known  to  Spenser.  It 
seems  to  have  revived  early  in  the  reign  of  James  I,  and 
to  have  been  one  of  the  plays  which  found  its  way  to 
Germany,  where  a  translation  of  it  was  published  in  1620K 

Michael  I  closc  these  gleanings  among  the  records  of  half  or 

(iTi^       wholly  foi^otten  writers  by  the  mention  of  one  distinguished 

'631),  name,  to  which,  however,  its  connexion  with  the  history  of 

the  Elisabethan  drama  adds  no  special  lustre  ^.    It  has  been 

'  Cf.  <mU,  p.  430,  note  3. 

'  Cf.  HeiMtier,  Du  Engtischen  ComotJimltn,  Ac.,  in  Oiattmich  (18S4), 
pp.  96-7  il  al.  Trmculo  in  Tht  Timpesl  (act  iii.  sc.  a)  is  supposed  to  allude 
lolhe  engTSving  of  the  two  principal  characters  prefixed  to  the  printed  ptay : 
'  This  is  the  tune  of  our  catch,  played  by  the  picture  of  Nobody.'— The  play 
is  reprinted  with  an  InlrodHrtion  iu  vol.  i.  of  the  late  Mr,  Simpson's  School 
of  Shaksptrt.  'Nobody,' unhlte  the  Ofrit  of  the  Odyssey,  is  the  virtuous 
man  who  bears  all  the  blame  of  '  Somebody's '  misdeeds,  and  does  all  the 
good  himself,  without  receiving  any  re vard  until  the  close  of  the  piece. 

'  1  do  not  here  refer  to  Samuel  Daniel,  who  has  a  notable  place  of  hia 
own  in  the  history  of  our  dramatic  literature,  and  will  be  spoken  of  later— 
although  his  CUopatra  was  printed  in  1594,  and  written  a  few  yeais  earlier, 
as  a  companion-piece  to  the  TragrJy  of  Ayttonit,  by  Mary  Countess  of  Pern- 
broke. — '  Urania,  sister  unto  Astrofell ' — printed  1593,  and  written  in  1590, 
which  only  professes  to  be  '  done  into  English  from  the  French.'  All  the 
principal  speeches  of  AHtanif  arc  in  blank  verse. — a  notably  early  attempt  in 
this  metre  (Collier,  iii.  73).— Like  Daniel's  Cliopaira,  Samuel  Brandon's  Tht 
Virtuous  Or/ovw  (printed  159SJ  is  interesting,  if  Collier,iii.  74-5,  is  correct  io 
suj^sting  from  the  point  of  view  of  form  that  its  compound  epithets  are 
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well  observed '  that  the  epical  treatment  of  themes,  partly 
mj^hical,  connected  with  English  history  after  the  Norman 
Conquest  which  were  usually  termed  Legends, '  form  a  kind 
of  little  affluent  to  the  Mirror '  for  Magistrates  and  the 
literature  associated  with  it,  of  which  Warner's  Albion's 
England  [T.^(i)Ss  a  late  popular  example, 'and  the  chronicle 
play ;  and  the  whole  body  of  historic  narrative  verse  must  be 
regarded  as  a  defeated  rival  of  the  chronicle  play,  equally 
popular  perhaps  for  a  while,  but  in  true  achievement  far  be- 
yond it.'  Although  of  these  Legends  the  earliest  entered  for 
publication  was  David's  Complaint  of  Rosamond  {i^^i),  it  was 
Michael  Drayton  who,  after  printing  his  Legend  of  Pi^s 
Gaveston  in  1593  (the  year  in  which  Marlowe's  Edward  II 
was  entered  on  the  Stationers'  Registers),  treated  this  and 
cc^nate  themes  both  in  separate  Legends  and  in  the  two 
most  important  of  his  earlier  poetic  productions,  the  Morti- 
meriados  (1596),  republished  with  large  alterations  under 
the  title  of  The  Barrons  Wars  (1603)  and  in  his  Heroicall 
Epistles  {1597).  But  Drayton  was  also  directly  connected 
with  the  theatre,  whose  methods  he  thus  attempted  to  rival 
by  his  own.  Henslowe's  Diary  proves  him  to  have  been 
actively  engaged  as  a  playwright  from  about  the  close  of 
the  year  1597  to  1603,  and  to  have  had  a  share  in  the  Hispiays, 
authorship  of  at  least  nineteen  plays  '.  In  the  earlier  part 
of  this  period  he  co-operated  with  writers  whose  names 
have  been  already  mentioned  in  this  chapter ;  in  the  later 
also  with  Middleton  and  Webster.  Several  of  these  plays 
were  of  the  nature  of  chronicle  histories,  or  at  all  events 
treated  historical  themes  of  patriotic  interest ;  there  is,  at  the 
same  time,  no  reason  for  doubting  that  Drayton  readily  put 
his  hand  to  whatever  kind  of  work  was  imposed  upon  him 
by  his  employer'.     The   solitary   play   of  which   so   fer 

either  modelled  on  those  o(  Chapman's  Smm  Books  ef  On  IMaJand  S/nttdof 
Ae/iilUs  (printed  in  the  swnc  year),  or  were  Brandon's  own  styliilicinventioii. 
>  By  Hr.  Oliver  Elton,  in  his  admirable  monograph  on  Mu/iatl  Drayton, 
printed  for  the  Spenser  Society,  1893,  p.  15,  where  he  refers  to  Mr,  Fleay's 
interesting  list,  i.  141-9,  illustrating  the  connexion  between  Drayton's 
Htrokall  Epiallts  and  other  poems  and  plays. 

*  Cf,  Ellon,  M.  5.,  a6-7,  and  Ifr.  Bullen's  notice  of  Drayton  in  voL  xvi.  of 
Tin  Didianaty  ef  National  Butgraphy  (1888),     See  also  Fleay,  it,  s. 

*  I  regret  not  to  see  my  way  at  present  to  accepting  either  Ur.  Fleay's 
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as  we  know  Drayton  was  the  unassisted  author,  William 
Longsword {i$t)^)  ^,  is  unfortunately  not  extant.  In  point  of 
(act,  his  contributions  to  the  drama  count  for  nothing  in  the 
records  of  his  literary  achievements,  which  in  the  latter  part 
of  his  career  he  was  to  crown  by  the  publication  of  the  Poly- 
olbion.  But  it  is  pleasant  to  be  able  to  associate  with 
a  branch  of  our  literature  that  was  on  the  eve  of  becoming 
one  of  its  chief  glories  a  name  so  dear  to  all  lovers  of  the 
land,  whose  past  and  present  were  alike  cherished  by  his 
refined  but  generous  Muse.  And  this  association  is  the 
more  gratifying,  because,  as  there  is  ample  concurrent  testi- 
mony to  show,  he  was  both  respected  and  beloved  by  his 
contemporaries,  of  whom  one  of  the  most  critically  exactit^ 
honoured  him  with  an  epitaph  which  is  in  itself  '  a  lastii^ 
monument  of  his  glory  '.' 

Tht  lirm  1  have  spoken  of  the  writers  whose  dramatic  works,  so  far 

spere's'prf  ^^  *^^  ^^"^  ^  *'*^  more  or  less  of  certainty  ascribed  to 
diaston '  them,  have  been  briefly  described  in  this  chapter,  under  the 
■^  general  des^ation  of  the  Predecessors  of  Shakspere.     By 

this  term,  as  a  comparison  of  the  dates  furnished  in  the 
progress  of  this  chapter  will  show,  nothing  is  of  course 
intended  to  be  implied  beyond  the  fact  that  these  writers 
had  as  dramatists  come  before  the  public  previously  to  the 
time  when  Shakspere  himself  may  be  concluded  to  have 
b^^n  to  work  as  an  original  dramatic  author.  This  time,  as 
will  be  shown  more  at  length  below,  cannot  be  fixed  with 
absolute  certainty.  There  can,  however,  be  no  reasonable 
doubt  but  that  Shakspere's  connexion  with  the  London  st^e 
had  begun  some  few  years  before  his  first  appearance  as 
a  dramatic  author  in  his  own  right.  This  first  appearance 
theory  u  to  Drayton's  authorahip  of  a  Beries  of  plays  by  'W.  S.,'  which 
were  in  conaequence  attributed  to  Shakspere,  or  the  supposition,  which 
constitutes  cine  of  the  arguments  for  this  theory,  that  be  was  the  author  of 
Tilt  Htrry  DtoS  of  EdtMonton. 

'  Henslowe's  Diary,  p.  95  (Diayton's  receipt).  In  another  entiy,  p.  149, 
the  play — if  it  be  the  same—is  called  WUtiattt  Limgbeard,  the  Utle  of  a  novel 
published  a  few  years  previous!}'  by  Lodge. 

'  S<X:  Ab  aabU:  EpUaph  OK  Midiad  DraylOH  ia  iataaa'a  UnArvioods  ;  and 
cf.  ib.  A  VhioH  OH  flu  Mu3ts  of  Us  Fntnd,  MiiJimI  Dmyion.—la  Tht  Rttunu 
from  Ptmaaaas  a  very  marked  tribute  is  paid  to  the  sober,  digni^  of 
Drayton's  persona]  life. 
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we  may  with  tolerable  safety  assume  to  have  taken  place 
not  later  than  the  year  1590,  Of  the  dramatic  works  noted 
(unless  incidentally)  in  the  present  chapter,  the  earliest  can 
hardly  have  been  composed  at  dates  falling  much  more 
than  a  decade — or  a  year  or  two  beyond— before  that  year ; 
the  majority  of  the  dates  range  from  slightly  later  years 
onwards  into  a  period  when  Shakspere  was  undoubtedly 
active  as  an  original  dramatic  writer.  While  therefore  the 
influence  of  Shakspere's  productions  may,  and  indeed  must, 
have  affected  the  dramatic  labours  of  all — or  virtually  all — 
these  writers,  it  may  be  asserted  that  they  all — or  virtually 
all — b^^  their  careers  as  dramatic  writers  before  he 
began  his  own  ;  while  of  some  the  activity  as  dramatists 
was  nearing  its  close  when  hb  was  only  setting  in. 

Keeping  these  considerations  of  chronology  (as  to  which 
precision  is  manifestly  out  of  the  question)  generally  in  view, 
we  may,  before  passing  to  the  most  consummate  achieve- 
ments of  the  Elisabethan  drama — the  works  of  Shakspere 
himself — pause  for  a  moment,  in  order  to  consider  what 
had  been  accomplished  by  Shakspere's  more  immediate 
predecessors,  and  under  what  circumstances  their  labours 
had  been  carried  on. 

The  last  decennium  but  one  of  the  sixteenth  century  is.  Historical 
in  our  political  history,  the  most  critical  as  well  as  the  most  "^^^j 
glorious  period  of  Elisabeth's  reign.     It  was  in  the  middle  o/skai 
of  this  decennium— in  the  years  1584,  1585,  and  1586,—  ^^^"^ 
that  three  conspiracies  were  discovered,  the  combined  result   T/ugnat 
of  which  was  at  last  to  determine  the  Queen  to  consign  her  5lw"" 
rival    to   the  scaffold.     In    1587   the   unhappy   Queen  of  deadiJ. 
Scots, '  the  daughter  of  Debate,'  as  Elisabeth  called  her,  fell 
a  victim,  less  to  the  accumulated  apprehensions  of  the  past, 
than  to  the  actual  perils  of  the  present,  which  had  at  last 
reached  the  sticking-point    In  1588  the  avenging  Armada 
was  dissipated  by  England's  allies,  the  winds  and  the  waves, 
and  by  the  efforts  of  her  own  sons  who  had  learnt  in  distant 
waters  how  to  overthrow  Spanish  invincibility.    Already  in 
1589  the  shores  of  the  Pyrenean  peninsula  were  visited  by 
an  English  expedition ;  and  Irom  this  time  forth  England 
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DO  longer  stood  on  the  defensive  in  the  great  struggle,  and 
the  efforts  of  her  riper  statesmen  were  directed  rather  to 
curbing  than  to  urging  forward  the  national  enthusiasm  for 
its  continuance.  In  its  two  chief  phases  on  the  European 
continent,  that  great  struggle  was  in  this  same  period 
virtually  settled  against  the  predominance  of  Spain  and 
Spanish  policy.  The  year  1590  may  be  regarded  as  a 
turnii^-point  both  in  the  struggle  of  the  Netherlands  for 
independence,  and  in  the  attempt  of  the  League  to  make 
itself  the  master  of  France.  English  aid  had  been  but 
scantily  given  either  to  the  United  Provinces  or  to  the 
Huguenots ;  the  expedition  of  Ldcester  had  been  worse 
than  useless,  and  the  English  volunteers  who  fought  for 
Henry  of  Navarre  had  been  few  in  number.  But  the 
sympathies  of  the  bulk  of  the  English  people  had  supported 
the  general  bent  of  English  policy;  and  the  steady  prioress 
of  Maurice  of  Nassau,  as  well  as  the  accession  to  the 
French  throne  of  Henry  IV,  left  no  doubt  but  that 
the  issue  of  the  great  European  struggle  was  virtually 
decided.  Those  Ei^lishmen  who  had  taken  a  personal 
part  in  the  contest  formed  indeed  no  considerable  pro- 
portion of  the  nation ;  but  the  sea-rovers  who  had  become 
national  heroes  had  pointed  the  way  to  glory  as  well  as 
to  gold,  and  the  adventurous  youth  of  the  nation  knew  no 
more  stirring  ambition  than  that  of  extending  and  multi- 
plying the  enterprises  to  which,  across  narrow  or  broad 
seasj  the  enterprise  of  their  predecessors  had  pointed  the 
way.  The  volunteers  and  other  soldiers  who  returned  from 
the  Netherlands  were  thought  by  satirical  observers  to  be  per- 
haps more  numerous  than  those  who  had  proceeded  thither ; 
but  noble  patriotic  memories  associated  ttiemselves  with  the 
battle-fields  of  the  Continent  as  well  as  with  the  naval 
enterprises  of  the  Channel  and  of  the  far  Western  waters. 
I  If  the  blood  of  the  nation  had  thus  been  stirred  by  an 
era  of  unprecedented  significance  in  the  relations  between 
o/tht  the  country  and  fore^n  powers,  at  home  the  change  which 

""'"'"''  had  come  over  the  aspect  of  things  had  been  not  less 
momentous.  Queen  Elisabeth  had  now  become  in  very 
truth  the  incarnation  of  the  national  cause.    The  season  of 
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her  coquetting  with  foreign  proposals  of  marriage  drew 
gradually  to  its  inevitable  end;  'Monsieur's  days^'  were 
coming  to  be  remembered  as  a  thing  of  the  past ;  while 
the  doubtful  prospect  of  a  union  between  the  Queen  and 
the  favourite  of  her  heart  was  closed,  before  his  brilliant 
but  miserable  life  was  extinguished  amidst  suspicions  as 
dark  as  those  which  beset  his  fame.  So  long  as  Elisabeth 
chose  to  coquet  with  the  possibility  of  marriage,  and  so  long 
as  Leicester  lived,  loyal  flattery  was  tuned  to  honour  her 
foibles  and  sympathise  with  her  preference ;  and  a  false 
note  accordingly  jars  upon  us  in  the  contemporary  tributes, 
whether  passing  or  elaborate,  in  honour  of  the  Virgin 
Queen.  Gradually,  however,  she  became  to  her  subjects 
less  of  a  person  and  more  of  an  idea ;  and  fortunately  may- 
be for  her  fame,  the  woman  was  foi^otten  in  the  national 
sovereign.  Loyalty  and  patriotism  became  convertible 
terms.  Only  the  persecuted  Catholics,  political  offenders 
because  the  profession  of  their  faith  was  identified  with  the 
cause  of  the  foes  of  Queen  and  nation,  and  the  growing 
number  of  those  Protestants  who  could  not  reconcile  their 
system  of  religious  life  and  doctrine  with  the  established 
forms  of  Church  government,  remained  as  discordant 
elements  in  the  concert  of  a  politically  united  people.  The 
Catholics,  if  they  were  fortunate  enough  to  escape  persecu- 
tion, remained  isolated  from  their  fellow-subjects.  While 
London  audiences  applauded  the  exposure  on  the  stage  of 
the  Massacre  of  St.  Bartholomew,  Catholic  manor-houses 
may  have  solaced  themselves  with  the  secret  performance 
of  the  anti-Refortfiation  moralities  of  a  past  age  ^.  Puri- 
tanism, on  the  other  hand,  was  rapidly  entering  upon  a  new 
phase  of  its  history.  At  the  beginning  of  this  period  Puritan 
tendencies  had  still  been  observable  among  many  of  Elisa- 
beth's leading  statesmen ;  and  her  favourite  Leicester  him- 
self had  been  r^arded  as  the  head  of  a  party  favouring 

>  15BT,  when  Ihe  Duke  o(  Anjou  (afterwards  Henr;  III)  resided  in 
England.    See  Middleton'si  A  Mad  Worid,  tny  Masters  (iv.  a),  tl  al. 

*  See  Disraeli's  CuriosilUs  of  Liltrahin,  sectioD  on  Calholic  and  Proltslaitl 
Dramas.  Sir  John  Yorke  was  Gncd  by  tbe  Star-Chamber  as  late  as  1614 
for  allowing  a  play  to  be  acted  at  his  house  containing  'many  foul  possi^ea 
to  the  vili^rt^g  of  our  religion  and  exacting  of  popery.' 
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views  of  this  description.  But  as  the  movement  assumed 
a  wider  scope,  its  signiflcance  became  a  totally  new  one; 
and,  ruthlessly  suppressed  in  its  outward  manifestations,  it 
AoggeiXy  nursed  for  the  future  the  seeds  of  a  democratic 
revolution  in  Church  and  State '. 

It  was  in  times  thus  widely  and  strangely  stirred  that  our 
Elisabethan  literature  really  began  its  glorious  course.  The 
most  cursory  glance  will  serve  to  recall  the  fact  that  not  in 
the  drama  alone,  but  in  a  wide  variety  of  other  fields  of 
literary  productivity,  the  years  of  which  I  am  speaking 
were  full  of  exuberant  life.  In  these  years  Spenser,  with 
Ralegh  by  his  dde,  was  writing  his  great  epic,  the  most 
magnificent  monument  of  the  aspirations  as  well  as  of  the 
achievements  of  the  age  '.  In  them  Sidney's  [H-ose-romance 
was  received  as  a  bequest  by  a  mourning  nation'.  The 
earliest  publications  of  Daniel,  of  Warner,  of  Drayton,  of 
Davies  and  Constable  are  spanned  by  the  same  brief  series 
of  years.  Hall  was  about  to  publish  his  Satires,  which  in 
date  of  composition  had  already  been  preceded  by  Donne's. 
Stowe  was  systematising  the  national  annals ;  and  the 
translation  of  Sir  Thomas  North  was  opening  to  English 
readers  of  history  the  great  treasure-house  of  ancient 
examples.  Hakluyt  was  describing  the  voy^es  and  dis- 
coveries of  Englishmen,  and  Ralegh  was  putting  forth  his 
narrative  of  the  most  marvellous  'Discoverie'  of  all. 

Some  of  these  efforts  merely  amounted  to  a  continuation 
'  of  previous  literary  tendencies ;  and  by  their  side  the 
circulation  increased  of  an  abundant  popular  literature  of 
novels  and  tales  from  foreign  sources,  and  of  contro- 
versial and  social  tracts  called  forth  by  the  multifarious 
activity  of  the  national  life.  The  worthy  critics  like 
Geot^  Puttenham  who  at  this  time  ^  took  stock  of  the 

>  The  iggrcBBors  in  the  Har-Frelate  Controversy  (see  below),  which  fonns 
•o  strange  a  peadsat  to  the  campaign  against  the  Amuda,  may  at  first  have 
found  Bympathisers  among  courtien  who  cared  more  for  Chiirch  property 
than  for  the  Church  ;  but  before  the  contention  was  at  an  end,  the  strength 
of  the  attack  had  been  proved  to  lie  in  ■  very  different  quarter. 

'  The  first  three  books  of  Tht  Fatrit  Qttam  were  published  in  1590. 

*  He  fell  in  1586  ;   Tht  Arauiia  was  published  in  159O. 

'  HisArttofEtglMPotatviMipublahedia  1589.  Puttenham,  by  the  bye, 
was  binuelf  ■  dramatist ;  but  his  plays,  none  of  which  arc  preserved,  seem 
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achievements  of  our  national  poetical  literature,  failed  to 
realise  in  its  dimensions  or  in  its  scope  the  mighty  change 
which  was  in  progress  \  A  very  few  years  only  passed,  and 
the  selections  of  modem  criticism  seem  already  to  be  antici- 
pated by  a  diligent  observer  of  contemporary  effort'.  For 
in  truth  a  literature  such  as  this  had,  if  the  expression  be 
permissible,  justified  itself  of  itself.  It  had  outgrown  the 
trammels  of  mere  fashion  under  which  it  had  begun  its 
course, — even  of  a  fashion  imposed  by  a  Court  whose  centre 
was  a  sovereign  sure  of  her  learning  and  far  from  distrustful 
of  her  powers  of  judgment.  The  tastes  of  the  Tudor  Court 
remained  tnie  to  the  traditions  of  the  Renascence.  The 
ancient  classical  models,  or  rather  the  half-accidental  list  of 
them  which  had  secured  a  species  of  literary  prerogative,  to- 
gether with  the  examples  derived  from  the  nation  to  which 
the  revival  ofthose  models  was  primarily  due, — the  Italian, — 
accordingly  long  remained  on  their  pedestal  of  pre-eminence. 
The  learning  of  the  Universities  largely  reflected  the  same 
tastes.  The  euphuism  of  Lyly  and  his  successors,  though 
primarily  derived  from  Spanish  models,  accommodated 
itself  easily  to  the  adaptation  of  Italian  and  French 
materials ;  while  the  subjects  of  their  dramas,  and  still 
more  the  ornaments  of  their  diction,  continued  to  display 
a  fond  belief  in  the  inexhaustible  resources  of  classic  lore. 
Gabriel  Harvey  sought  to  reform  '  English  versifying '  on 
un-English  principles ;  and  Daniel  had  to  break  a  lance 
<^;ainst  Sidney  himself  in  defence  of  our  English  heritage 
of  rime.  The  unnatural  vitality  of  Euphuistic,  Arcadian, 
and  other  afl!ectations — 'nothing,'  says  Ben  Jonson',   'is 

to  have  been  mostly  of  ui  earlier  type.  They  included,  besides  a  comedy  en- 
titled GiKirecrBtia,  two  ■  cnteHudea,'  Lusty  London  and  IVoer  (the  latter 
'yielding  a  specimen  of  female  pertness '),  and  a  series  of  TriumfiMala  in 
honour  of  QueenElisabeth.    SeeJlf£icwaad,AHarHiCriticalB!3ayi,'i.xui.milt. 

'  See  the  well-known  pasugc  at  the  end  of  Bk.  i. 

*  'The  English  tongue,'  says  Meres  in  his  Palladia  Tamia  (159B), '  is 
mightily  enriched,  and  gorgeouslie  inuested  in  rare  onuunents  and  resplen- 
dent abiliments  by  sir  Phlip  Sidit^,  Spmar,  Danitl,  DrayioH,  ffitran-, 
Sh^tsftait,  MatiotM,  and  Oia/iHiaH,' — a  judicious  choice  of  names  for 
any  survey  of  the  poetical  literature  of  the  age.  It  is  interesting  to  compare 
with  this  list  of  English  poets  that  su^ested  by  Drayton  in  bis  Epi^  to 
H.  Reynolds  (1618) ;  cf.  Fleay,  i.  141. 

'  IXian/iria  (Di  vrrr  argHlis). 
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fashionable  till  it  be  deformed  ' — supplies  the  best  proof  of 
the  power  which  beloi^ed  to  the  tastes  of  the  Court.  The 
writers  who  addressed  themselves  directly  or  primarily  to 
courtly  ears,  Sidney  himself  among  them,  were  all  more  or 
less  emphatically  artificial.  It  was  by  the  imitation  of 
classical  models,  or  by  efforts  savouring  of  the  '  Italianated' 
taste  of  the  Court,  that  great  writers  as  well  as  small — 
a  Spenser,  a  Marlowe,  a  Feele,  and  a  Shakspere— sought 
in  the  iirst  instance  to  commend  themselves  to  the  &ivour 
of  high  personal  patronage.  Other  dramatists,  or  their 
admirers  on  their  behalf,  appealed  to  their  classical  epopees 
and  their '  sugared  sonnets '  as  their  titles  to  literary  reputa- 
tion. The  author  of  Doctor  Faustus  was  remembered  for 
his  Hero  and  Leander,  Shakspere's  first  offering  to  his 
patron  was  Venus  and  Adonis;  and  Meres  cannot  compare 
our  poets,  in  life  or  in  death,  to  any  parallels  but  Classical 
or  Italian  predecessors. 
Thejrama  But  our  Utcrature  was  fast  broadening  beyond  such 
ag^in  bounds  by  dint  of  its  fertility,  diversity,  and  power.  That 
HaHoHoiis-  it  swept  these  bounds  away  altogether,  and  in  the  end 
^/,a„  compassed  a  range  of  achievement  unprecedented  and 
li/rraturf.  unsurpassed  in  grandeur  and  breadth,  was  due  in  a  s^nal 
degree  to  the  growth,  wholly  without  parallel,  of  one  among 
its  branches.  And  the  branch  in  question  was  no  other 
than  the  drama. 

To  later  generations  this  has,  I  think,  become  an  incon- 
testable fact.    That  the  age  which  witnessed  it  should  but 
partially  and  gradually  have  become  conscious  of  the  extra- 
ordinary literary  importance  of  the  advance  of  the  English 
drama,  may  require   some  explanation ;   but  there  seems 
little  difficulty  in  su^esting  reasons  for  the  slowness  of  the 
process   of  recognition.      The   importunity  of    secondary 
aspects  is,  in  the  nature  of  things,  apt  for  a  time  to  preclude 
a   broad    face-to-face   estimate   of  the   greatest   issues  of 
literary,  as  of  all  other  kinds  of  history. 
Thegrtau       In  the  first  place,  then,  the  glories  of  the  Elisabethan 
'^^eikm  drama  were  not  essentially  due  to  patronage, — of):en  a  neces- 
dmma  noi    sary  uurse  of  literary  success,  but  not  indispensable  for  the 
^nuiagi.    preservation  of  the  vitality  of  genius. 
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'  Poets,'  says  one  of  them  •  who  was  sustained  from  more 
enduring  sources,  'should  walk  with  princes.'  Without 
having  so  broadly  formulated  her  conceptions  either  of  her 
royal  dignity  or  its  '  rewardfiilness '  to  poets  (dramatic  or 
other),  Queen  Elisabeth  most  assuredly  had  a  most  genuine  T/ufiivour 
and  enduring  love  of  the  drama.  But  it  is  obvious — and  it  ^Sli^l 
must  have  been  so  even  to  the  generations  which  exulted 
in  the  glamour  of  the  Cynthian  light^that  neither  was  the 
impulse  to  the  marvellous  progress  achieved  by  oiu-  dramatic 
literature  in  her  reign  of  her  giving,  nor  was  it  her  favour 
that  really  sustained  the  growth  upon  which  she  smiled  to 
the  last".  All  but  insatiable  as  she  was  in  her  fondness  for 
plays,  expending  sums  which  must  be  called  considerable 
upon  theatrical  and  musical  entertainments  at  Court  from 
the  very  commencement  of  her  reign  ^,  and  willing  to  be 
welcomed  with  such  diversions  at  the  houses  of  her  nobles, 
at  the  colleges  in  the  Universities,  and  at  the  Inns  of  Court, 
— she  formed  no  exception  to  the  rule,  that  the  habitual 
playgoer  is  the  most  catholic  of  pleasure-seekers  in  his  or 
her  own  line  of  amusement.  It  would  prove  difficult  to 
discover  any  signs  of  personal  discrimination  in  the  best  of 
plays  recorded  or  supposed  to  have  been  performed  in  her 
presence.  Her  way  was  to  see  before  she  judged,  and  to 
preface  by  ambiguous  utterances  her  ultimate  censure. 
Moreover,  one  may  take  leave  to  doubt  whether  the  most 
vehement  of  her  appetite^^the  love  of  flattery — could  ever 
have  been  gratiiied  more  completely  than  by  the  attempts 
made  in  the  earlier  dramatic  productions  of  her  reign  to 
meet  its  demands,  seasoned  as  they  almost  uniformly  were 
by  the  classical  imagery  on  which  as  a  true  child  of  the 
Tudor  Renascence  she  had  herself  been  nurtured. 

■  Schiller. 

'  At  as  late  a  date  as  December  ag,  1601,  Dudley  Corleton  mentions  the 
presence  of  the  Queen  '  with  a)l  her  amdiJiu  auditrias  at  a  dramatic  per- 
fonnanceatBlackfriars.  (CaUtidar<^Slali  Pap*rs,  DomtsHc  Situs,  Elisabeth, 
r6or-3,  p.  130.) 

'  See  Collier,  i.  173  stqq.  Collier  ci lea,  adding  the  requisite  qualiBcations, 
the  assertion  of  George  Chalmers  (Apology  for  Ihi  Bttirvtrt  ifi  Uie  Shaksptan 
Papers,  1797,  p.  353)  that  'the  persecutions  of  preceding  govennnents  had 
left  Elisabeth  without  a  theatre,  without  dramas,  and  without  players.' 
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Among  the  great  nobles  of  Queen  Elisabeth's  reign 
many — including  the  Endymion  who  lingered  out  to  the 
last  such  rays  as  he  could  catch  from  his  Diana — kept 
companies  of  players ;  and  the  fashion  unmistakeably  con- 
tributed to  the  refinement  of  dramatic  production  in  both 
matter  and  manner.  In  each  of  these  directions,  the  process 
of  selection  must  have  continued,  as  some  of  these  players 
were  drafted  off  into  the  royal  service '.  But,  in  the  midst 
of  all  the  researches  which  have  been  devoted  to  this  period 
of  dramaturgic  effort,  it  is  not  easy  to  discover  any  evidence 
of  a  patronage,  such  as  has  been  thought  discernible  in  the 
case  of  Shakspere's  own  career,  of  a  patron^e  directing 
itself  to  the  consistent  encouragement  of  literary  merit  in 
the  productions  of  the  stage,  as  apart  from  incidental 
personal  'protection.'  In  other  words,  such  aristocratic 
patronage  as  was  enjoyed  by  the  writers  who  have  been 
discussed  in  this  chapter  was  incidental  or  fitful,  and  to  all 
appearance  unproductive.  The  association  between  the 
prf^ress  of  our  theatre  and  such  names  as  Southampton 
and  Pembroke  was  at  the  most  beginning  ;  while  the  days 
were  yet  distant  when  in  the  ^lite  of  the  younger  nobility  of 
which  Essex  was  at  once  the  type  and  the  leader,  a  genuine 
love  became  perceptible,  not  of  the  stage  only,  but  of 
dramatic  literature. 
Thtrt-  Except,  then,  in  the  particular  instances  noted  above, 

gmnmmU  f^Q^  Lyly  downwards,  in  which  our  dramatists  directly 
pHbHc  and  accommodated  themselves  to  the  known  demands  of  Queen 
^^_  and  Court,  and   of  the   circles   of  society  following  their 

tastes,  the  dramatic  writers  rather  led  their  patrons  than 
were   directed   by  them.      If  the  adventurous  volunteers 

'  See  the  passage  from  Stow's  Attics,  dtcd  by  Halli well- Phillips  in  his 
Introduction  to  Tarilon's  Jests,  itc.  {Shakesptan  Sodit/s  PHbiicaiions, 
1844),  p.  X  note :  '  Comediuis  and  stage-pUyers  were  very  poore  and 
ignorant  in  respect  of  those  of  this  time,  but  being  more  growne  veiy  skil- 
full  and  exquisite  actors  for  all  matteis,  they  were  entertained  into  the 
service  of  divers  great  Lords,  Out  of  which  companies  there  were  all,  of  the 
best  chosen,  and  at  the  request  of  Sir  Fnuicis  Walsingham,  they  were 
sworn  the  Queenes  servants,  and  were  allowed  wages  and  hverics  as 
groomea  of  the  chanlKr;  and  until  this  yeere,  1583,  the  Queene  had  no 
pltytii.'    CC  infia. 
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apostrophised  by  Peele  found  it  difficult  to  tear  themselves 
from  '  Mahomet's  Pow  and  mighty  Tamburlaine,'  they  left 
other  audiences  behind  them  to  applaud  these  '  pagan 
vaunts^,'  Dramatists,  patrons,  and  public  shared  the  in- 
fluence of  their  times.  A  stirring  age  called  for  stirring 
themes ;  and  these  in  their  turn  for  a  correspondii^  vigour 
oftreatment  If 'the  style  is  the  man,' so  the  style  is  also 
the  age ;  and  the  general  tension  of  men's  minds  manifested 
itself  in  every  branch  of  the  form  of  art  which  most  easily 
and  quickly  reproduced  it.  Neatness  and  symmetry  of 
construction  were  neglected  for  fulness  and  variety  of  matter. 
Novelty  and  grandeur  of  subject  seemed  suited  by  a  swelling 
amplitude  and  even  reckless  extravagance  of  diction.  The 
balance  of  rimed  couplets  gave  way  to  the  forward  march 
of  a  remodelled  blank-verse,  as  if  from  an  inner  necessity ; 
'  strong  lines '  were  as  inevitably  called  for  as  strong  situa- 
tions and  strong  characters.  Individuality  determined 
the  d^rree  in  which,  either  in  form  or  in  matter,  the  several 
writers  were  subject  to  such  influences.  A  Greene  could 
not  rise  to  the  passion  of  a  Marlowe,  nor  a  Marlowe  imitate 
the  flexible  vivacity  of  a  Greene ;  but  the  stamp  of  the  age 
was  impressed  upon  them  all,  and  no  less  powerful  an 
influence  than  this  could  have  marked  them  all,  while 
severally  distinct  in  their  poetic  individualities,  as  forming 
a  homogeneous  group  of  national  writers. 

But  it  would  have  been  impossible  for  these  dramatists  PmtUar 
thus  to  give  full  expression  to  the  spirit  of  the  age  to  which  ^?j£^Jl 
they  belonged,  had  not  the  outward  conditions  of  their  of  that 
lives  cast  them  into  the  very  midst  of  the  current,  instead  **""•**''■ 
of  leaving  them  to  lounge  as  bystanders  on  its  banks,  to 
note  and  speculate  on  its  phenomena,  or  to  indite  tetters 
'touching  the  earthquake  in  April  last,  and  our  English 
reformed  versifying.' 

I  have  narrated  the  lives  of  these  dramatists  very  briefly, 
but  without  seekii^  to  cast  a  veil  over  their  errors  any 
more  than  over  their  misfortunes.  On  these  errors  I  need 
not  superfluously  dwell.     To  suppose  that  at  any  time  the 

>  IUU'aSa/nrj,Li. 
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experience  of  folly  and  vice  constitutes  a  necessary  pro- 
gymnasium  of  intellectual  labours,  is  to  invert  the  rational 
system  of  human  progress,  in  which  all  intellectual  achieve- 
ments must  find  their  legitimate  place.  Genius  must  have 
its  years  of  journeying,  as  it  must  have  its  years  of  appren- 
ticeship ;  but  misfortune  only,  not  the  operation  of  any 
inevitable  law,  so  often  causes  those  years  of  journeying 
to  include  a  sojourn  in  the  tangled  woods  of  Bohemia. 
Not,  however,  in  all  periods  of  literary  effort  is  it  calmly 
carried  on  under  the  cheerful  encouragement  of  the  clear 
light  of  common  day ;  and  the  lives  of  these  men  were 
beset  by  dangers  and  difficulties,  as  well  as  stimulated 
by  opportunities,  of  an  exceptional  character.  These 
dangers  and  difficulties  sprang  from  the  condition  in  which 
the  dramatists  found  the  very  sphere  of  their  endeavours, 
the  stage. 
Thipro-  To  minds  exalted  and  animated  by  an  active  imagination, 

^^^rigit  *iid  fed  by  the  varied  experience  of  men  and  books  which 
andadoi  we  loiow  these  writers  to  have  undergone  at  an  early  period 
toHiaet.  of  their  lives,  the  literature  of  the  drama  offered  the  most 
obvious  and  the  most  promising  outlet  But  this  particular 
literature  of  the  drama  had  already  so  thoroughly  estab- 
lished its  natural  union  with  the  stage,  and  the  possibility 
of  gaining  a  livelihood  as  a  playwright  without  entering 
into  a  personal  connexion  with  the  stage  was  so  infinitesimal, 
that  all  the  dramatic  authors  of  whom  this  chapter  has 
treated  identified  themselves  at  particular  times  of  their 
lives  with  particular  theatrical  companies.  The  learned 
Lyly  might  pine  for  the  dignified  office  of  superintendent 
of  the  dramatic  entertainments  of  the  Court ;  Peele  m^ht 
eke  out  his  rougher  earnings  by  the  dues  received  by  him 
as  managing  factotum  of  royal  and  noblemen's  entertain- 
ments ;  Munday  might  satisfy  his  aspirations  in  catering 
for  the  city ;  reasons  of  one  kind  or  another  might  prevail 
with  Lodge  and  Drayton  to  put  an  end  to  their  dependence 
upon  '  pennie-knaves '  and  the  purveyors  of  their  pleasures. 
But,  permanently  or  temporarily,  all  these  predecessors  of 
Shakspere  were  the  servants  of  the  stage  and  its  immediate 
public,  and  not  a  few  of  them — probably  including  Peele 
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himself— were  actors.  This  connexion,  while,  in  ways  on 
which  there  is  no  necessity  for  dwelling  further,  it  affected 
the  course  of  the  personal  lives  of  the  dramatists,  and  the 
estimation  in  which  they  were  held  by  their  contemporaries, 
at  the  same  time  directly  influenced  the  character  of  their 
dramatic  works.  It  taught  with  incomparable  certainty  a  Rtsuiu  of 
keen  insight  into  the  laws  of  dramatic  cause  and  effect,  and  j^^of 
imparted  warm  vitality  to  a  dramatic  literature  produced,  produc/mii 
as  the  phrase  is,  for  immediate  consumption.  On  the  other  ^"  J^„, 
hand,  it  as  inevitably  constituted  rapidity  of  workmanship  »'«*■ 
an  indispensable  element  in  the  qualifications  of  a  successful 
playwright  Marvellous  as  was  the  productivity  of  many 
of  these  dramatists,  and  still  more  marvellous  as  it 
would  appear  were  we  aware  of  all  they  wrote,  the  very 
nature  of  the  case  suflicies  to  account  for  it.  Jfimt  a  play 
was  produced,  what  number  of  hands  had  been  at  work 
upon  it,  what  loans  and  what  spoliations  had  occurred  in 
the  process,  must  ordinarily  have  seemed  of  less  moment 
than  whether  it  was  produced,  and  whether  it  succeeded. 
Not  literary  criticism,  but  the  verdict  of  popular  iq)plause, 
was  in  the  first  instance  challenged.  Plays  were  written 
to  be  acted ;  and  they  were  acted  to  please.  For  a 
dramatist  to  say  of  himself  that  he  '  knew  his  art  and  not 
his  trade '  would  have  struck  his  fellow-actors  and  authors 
as  a  more  than  doubtful  vaunt.  The  play  was  the  property 
of  the  company ;  and  exposed  to  any  alterations  and  '  addi- 
tions,'which,  while  they  'made'  it  on  the  stage, might  'mar'  it, 
as  in  the  case  of  Faustus,  for  all  future  ages.  This  simple 
consideration  accounts  at  once  for  many  of  the  merits,  and 
for  many  of  the  faults,  common  to  a  large  proportion  of 
the  dramatic  works  discussed  in  this  chapter '. 

'  The  same  considerationa  will  of  course,  to  a  very  lar^  extent,  have  to 
be  borne  in  mind  in  conaideriDB  the  dmrnatic  work  of  Shakspere,  Ben 
JonMn,  and  many  of  the  later  Elisabethans. — Analogies  (rom  the  histo:7  of 
Gretk  dramatic  literature  are  always  bscinating,  and  it  might  thus  be  noticed 
here  that  the  comic  dramatist  Plato,  probably  one  of  the  most  brilliant  com. 
petilora  of  Aristophanes,  described  himself  as  having  laboured  for  others, 
like  an  Arcadian  mercenary.  It  is  not  however  certain  whether  he  meant 
that  he  was  \;at  vnia  virio)  'sweated,'  or  that  he  began  by  representing 
bis  plays  anonymously,  like  Aristophanes  himself  a  ~ 
Donaldson,  TMialrt  qfl^  Grmtt  (7th  edition,  1B60},  p.  174. 
VOL.  I.  G  g 
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Summaiy        It  therefore  becomes  necessary  to  recall,  however  briefly, 
"history  of    ^^^  conditions  of  the  English  stage  in  this  period  of  our 
tium^      dramatic  literature.     In  the  course  of  this  period  the  theatre 
^riur        had,  in  the  fullest  sense  of  the  term,  become  a  popular 
Ehaa^iliaH  institution.     This,  however,  by  no  means    implies  either 
a  simultaneous  rise  of  the  stage  in  the  esteem  of  classes  and 
sections  of  the  population  whose  interests  and  sentiments 
had  little  or  no  direct  concern  with  literature  or  art,  or 
a  correspondii^  advance  of  the  labours  of  playwright  and 
player  towards  due  recognition  in  those  literary  and  artistic 
circles  of  which  they  in  truth  themselves  formed  part     It 
must  be  remembered  that  up  to  the  time  when  the  flist 
dramas  of  Marlowe  and  his  fellows  were  produced  there  had 
been  no  example  of  men  of  University  education  (in  those 
days  far  more  exclusively  than  afterwards  the  representa- 
tives of  higher  intellectual  training)  addressing  themselves 
to  the  composition  of  plays  intended  to  be  performed  in 
a  public  theatre,  and  to  profit  those  interested  in  its  affairs^. 
I   may  notice,  although  not  wishing   to   insist  too  much 
on  the  coincidence  of  dates,  that  the  careers  of  the  two 
most  renowned  tragic  actors  of  this  age,  Edward  AUeyn 
and  Richard  Burbage,  seem  to  have  begun  very  much  about 
this  time'.     Which,  if  any,  of  the  University  playwrights 
themselves  trod  the  boards,  must,  in  the  case  of  the  more 
illustrious  among  them,  remain  a  matter  of  pure  supposition  \ 
{^^^*^      Queen  Elisabeth's  fondness  for  dramatic  performances, 
agt  o/thd     which  had  shown  itself  already  before  her  accession  to  the 
0»««".         throne  and  from  that  date  onwards*  steadily  affected  its 

■  Thb  is  of  course  the  sense  of  Hr.  Fleaj's  saying,  History  of  At  Slagt, 
p.  73,  that  ■  until  1567  eductted  men  who  made  it  the  business  of  their  lives 
to  promote  the  inlcrcEt  of  the  stage  by  their  playi  or  their  playing  were 
unknown.' 

'  Alleyn's  name  first  occurs  in  a  list  of  Lord  Worcester's  players  in  1586  ; 
Richard  Burbage  had  nude  himself  some  sort  of  theatrical  reputatiou  by 
15B8.  As  to  his  aobriqtiti  'RoscJo'  and  the  association  of  him  with 
Shakspere  by  contemporary  writers,  see  Ingleby,  S/iaktspiart's  Cmturii  of 
Ptayst  (New  Shakspere  Society's  Publications,  1879,  pp.  37,  58  tt  al.). 
Richard  Burbage  was  of  course  stage-bom  and  bred ;  as  to  Alleyn,  this  ia 
not  BO  certain.  See  Mr.  J.  T.  Warner's  notice  of  Alleyn  in  vaL  i.  of  THa 
Didumary  of  NtOiotial  Biograf^y  (1885). 

■  C£  ohU,  pp.  31s,  38a,  410. 

*  AiUf,  p.   153.    The  proclamktioii  of  April,  1559,  there  noticed,  was 
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strength,  at  first  exercised  no  strongly  perceptible  influence 
upon  the  history  of  the  theatre.  The  dramatic  entertain- 
ments at  court  and  on  the  royal  progresses  continued  in 
accordance  with  the  practice  of  Queen  Elisabeth's  prede- 
cessors ;  indeed,  not  a  few  of  these  performances  seem  to 
have  been  revivals  of  interludes  which  the  Queen  had 
applauded  in  the  days  of  her  brother  King  Edward  VI, 
and  one  or  more  of  the  old  plasrers  in  which  drew  their 
Court  pensions  till  late  into  her  own  reign '.  Her  own  inter- 
lude players,  who  continued  to  perform  durii^  the  earlier 
years  of  that  reign,  cannot  have  exercised  much  more  in- 
fluence than  these  veterans  upon  the  advance  of  the  drama*. 

But  as  year  after  year  witnessed  a  continuance  and  an 
increase  of  the  national  confidence  (foes  and  factions  not- 
withstanding) in  the  stability  of  her  regime,  and  as  her 
likii^  for  dramatic  entertainments  underwent  no  abate- 
ment, her  position  as  supreme  and  general  patron  of  the 
English  drama  became  more  and  more  fully  established. 
In  a  sense  all  the  writers  or  performers  of  plays,  in  the 
earlier  half  of  the  reign  at  all  events,  openly  wore  her  colours 
and  were  eager  to  lay  themselves  at  her  feet '. 

From  the  beginning  of  the  new  reign  onwards,  the  chief  ando/tlu 
noblemen  and  gentlemen  connected  with  the  Court — or  per-  '*''*™*'- 
haps  it  would  be  more  correct  to  say,  the  more  favoured  and 
enterprisii^  among  their  number — maintained  companies  of 
actors  to  which  tiie  privilege  was  allowed  of  performing 
pUys  in  various  counties',  although  it  was  not  until  1574 

obviously  due  to  political  conaideretioiu.    Cf.  T.  F.  Ordish,  Early  London 
Thtalrta  (1894),  p.  aS. 
'  Fieay,  Htaloty  oft/u  Slagt,  40-4.  '  Ih.  xo. 

*  These  expreaiians«rcsugBC«tedbyDeSilvm'*accoiuit  to  King  Philip  II, 
July,  1564.  how  after  a  comedy  at  Court  there  was  'a  masque  of  certain 
gentlemen,  who  entered  dressed  m  black  and  white,  which  the  Queen  told 
me  were  her  colours,  and  after  dancing  awhile,  one  of  them  approached 
and  handed  the  Queen  a  soijnet  in  English,  praising  her.'  CaltnJar  tf 
Spaniah  SlaU  Pafurs  {ElSaabtth),  vol.  I  (1B99),  p.  36B. 

*  Fleay,  HiaUtry  of  tkt  Slag;  34-5,  distinguishes  four  atocks:  (l)  Lord 
Robert  Dudley's  (afterwards  Earl  nf  Leicester)  ;  (9)  Sir  Robert  Rich's, 
succeeded  by  Sir  Robert  Lane'*,  and  then  by  the  company  fonned  by  the 
Duttons  for  the  Earl  of  Oxford,  and  succeeded  in  its  turn  by  the  company  of 
Henry  Carey,  Lord  Hunsdon ;  (3)  Lord  Qinton'a,  succeeded  by  the  Earl  of 
Sussex'  (Lord  Chambedain,  1376} ;  on  his  death  probably  transferred  to  the 
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that  the  earliest  of  these  companies  in  date  of  establishment 
(the  Earl  of  Leicester's)  obtained  a  patent  for  performances 
in  every  part  of  the  kingdom,  including  therefore  the  City  of 
London,  in  1574;  but  of  the  significance  of  this  imme- 
diately. At  the  same  time,  whichsoever  ainong  the  efforts 
of  these  several  companies  attained  to  a  conspicuous  success, 
were,  as  a  matter  of  course,  reproduced  before  the  Queen 
herself  at  her  Court,  Christmas  or  Shrovetide  revels.  On  such 
occasions  the  actors  called  themselves  the  Queen's  players, 
and  we  may  well  suppose  masters  as  well  as  servants  to  have 
eagerly  sought  these  opportunities  of  distinction.  It  was  not, 
as  will  be  seen  immediately,  until  i^^^  that  a  permanent 
company  of  Queen's  Players  was  selected  for  appointment. 
Acadtmical  In  much  the  same  way,  the  two  Universities  and  the  Inns 
lastic  uses.  °^  Court,  as  loyal  corporations  delighting  in  the  visitations 
of  the  royal  presence,  were  ready  to  gratify  the  Queen  by 
dramatic  performances  specially  suited  to  the  scholarly 
tastes  and  attainments  which  she  could  nowhere  else  so 
appropriately  air.  The  chief  London  schools,  so  far  as  their 
relatively  slender  means  extended,  were  fain  to  offer  similar 
dramatic  exhibitions.  More  continuously,  and  with  the  aid 
of  a  training  of  which  the  steadiness  must  have  gone  some 
way  towards  making  up  for  the  immaturity  of  the  acting 
material,  the  choristers  of  the  Queen's  own  Chapels  Royal, 
and  of  the  cathedral  and  coU^iate  churches  in  or  near 
London ',  were  on  select  occasions  able  to  present  before  the 
Queen  plays  more  or  less  suitable  for  juvenile  impersonation. 

service  of  the  Earl  of  Oxford:  {4)  Lord  Charles  Howard's  (the  Lord  AdminU\ 
succeeded  by  the  Eari  of  Derby's,  who  in  their  turn  were  succeeded  by 
the  Earl  of  Arundel's  (Philip  Howard).  These  companies,  according  to  the 
results  of  Mr.  Fleay's  researches,  cover  a  period  extending  Trom  1559  to 
about  1564. — As  to  Dutton's  company  of  actors,  see  the  curious  satirical 
lines  reflecting  on  their  desertion  of  the  service  of  the  Earl  of  Warwick  for 
that  of  the  Eail  of  Oxford — they  'wrot  themselves  hU  Comoedians,  which 
certayne  gentlemen  altered  and  made  Camoelions' — in  Wright  and  Halli- 
well's  Rtligtiia*  AitHqMOt  (1843),  ii  laa.  A  '  Dutton's  play'  is  mentioned 
as  performed  at  Court  in  or  about  1574 ;  this  mention  of  plays  by  the  name 
of  the  manager  of  the  company  is  characteristic  of  Elis^>ethan  straight- 
forwardness.    Cf  Collier,  i.  aaG. 

'  Mr.  Fleay,  11.B.  34,  enumerates  as  or^nised  boys'  companies  in  th« 
period  1559-1500,  the  choirs  of  SL  Paul's,  the  Chapel  Royal  and  Windsor 
(or  Eton),  and  Merchant  Tayloia'  and  Westminster  Schoola. 
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These  boys  enacted  many  of  the  plays  mentioned  in  the 
present  or  in  later  chapters  of  this  book ;  and  their  com- 
petition was  much  felt  by  the  men  actors  and  at  times 
strongly  complained  of  by  their  mouthpieces '.  It  would 
seem  that  in  1585  a  royal  warrant  was  issued  for  the 
impressing  of  children  for  the  choir  of  St.  Paul's  anywhere 
in  the  kingdom ;  which  implies  that  this  company  of '  little 
eyases '  at  the  time  enjoyed  a  monc^oly  as  juvenile  actors  *. 
Thus  it  is  obvious  that  in  the  earlier  period  of  Queen 
Elisabeth's  reign  there  could  never  have  been  a  lack  either 
of  players  or  of  plays  to  be  presented  before  her,  and  con- 
sequently never  a  lack  of  playwrights  to  furnish  forth  the 
materials  of  her  favourite  diversion.  When,  accordingly,  in 
1583  the  time  was  held  to  have  arrived  for  selectii^  a  r^ular 
company  of  players  to  Her  Majesty,  who  henceforth  bore 

'  Ct  Tlu  EHgUsh  Drama  and  Slagi,  ic,  1543-1664,  illualmttd  by  Deal- 
Hunts,  Tnaliaa,  and  Potma  (Roxburgbe  Libraiy,  1869) ;  and  Clark  and 
Wrist's  edition  of  Hamltt  (Clarendon  Press),  Pt^^k*,  p.  xv. 

'  Althou^  perhaps  anticipating  rather  too  much  in  date,  I  may  be  here 
allowed  in  a  note  to  tranalate  a  curious  passaf^  referring;  to  these  perfomiancet 
by  children  in  the  Ainyq^lAr />Mt>  [Philip  Juliui]  q^  [Pomenmia-]  SItttin, 
edited  by  Dr.  G.  von  Bolow,  assisted  by  Ur.  Wilfred  Powell,  for  the  Royal 
Historical  Society  (TnaaaiHtoa,  Nita  Striis,  toI.  vL  189a).  The  date  of  his 
visit  to  £Dg:land  was  i6oa  ;  but  the  genera]  features  of  the  description  may  be 
in  part  held  applicable  to  these  performances  at  a  much  esriier  period  of  the 
Queen's  reign.  ■Thence  we  pn>ceeded  to  the  Kindtnomotiiia,  which  in  its 
plot  dealt  with  a  catta  vidua  ;  it  was  a  halona  of  a  royal  widow  in  England. 
Now  this  is  the  account  of  this  Kindtnomatdia  :  the  Queen  maintains  many 
young  ttoys,  who  are  bound  to  apply  thenuelves  with  diligence  to  the  art  of 
singing,  and  to  learn  bow  to  perform  on  all  instruments,  and  at  the  same 
time  to  pursue  their  studies.  These  boys  have  their  apedai  prvittplorts  in 
all  arts,  in  especial  very  good  tnuaaa, 

'  Now  in  order  that  they  may  use  courtly  manners,  they  are  obliged  every 
week  to  perform  a  mmotdia,  for  which  purpose  the  Queen  has  caused  to  be 
built  for  them  a  particular  Iktatium,  and  has  supplied  them  superabundantly 
with  artistic  dresses.  Whoever  desirca  to  be  a  spectator  of  such  a  perfonn- 
ance  must  pay  as  much  as  eight  aimdixht  SMUingi  of  our  coinage;  yet 
there  is  always  to  be  found  there  a  large  audience  including  many  decent 
women,  because  they  expect,  in  acconlance  with  what  they  heard  from 
others,  to  have  t>rought  before  them  many  iaieresting  argumtnla  and 
many  noble  maxims ;  everything  in  the  performance  being  done  by 
candlelight  (Aa'  Lkhlt'i,  which  makes  a  great  sensation  {Airfukoi).  For 
a  whole  hour  previously,  one  listens  to  a  costly  muaca  tnthimunialia  of 
organs,  cithers,  pandores,  mandores.  Addles  and  pipes;  on  the  present  occa- 
sion, indeed,  a  boy  mm  voce  Irttnnia  sung  in  so  lovely  a  fashion  to  n  cello 
{Ba^^t)  that,  unless  the  muses  at  Milan  may  have  excelled  him,  we  had 
not  beard  the  like  of  him  on  our  travels.' 
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the  distinctive  name  of  the  Queen's  men,a1though  their  efforts 
were  by  no  means  confined  to  performances  in  her  presence, 
there  could  be  no  difficulty  in  finding  a  sufficient  number  of 
established  favourites  deserving  of  the  coveted  distinction. 
We  know  that  those  chosen  included  the  famous  clown 
Richard  Tarlton,  together  with  Robert  Wilson,  the  supposed 
author  of  The  Three  Lordes  and  Three  Ladies  of  London, 
and  other  popular  favourites  ^ 

■  SeeFleay,/fiJ^»3"!^''^-^AV<S4-5-— Of  ^i<=li>"3 '^Briton  a  full  account 
will  be  found  in  Hal  Iiwe11(- Phi  Hips')  Inlrodudioit  to  his  edition  of  TarUon'a 
Jtsii,  and  Niaa  out  of  Purgatory  {Shabapian  Sodtly's  PtibikaliaHa,  1S44). 
Cf.  a  note  to  the  life  of  Hall  in  Chalmers'  Et%glish  Potis,  v.  954. — Tarlton  waa 
a  '  prentice  in  his  youth '  in  the  City  of  London,  and  is  said  to  have  after- 
wards earned  his  living  as  a  '  water-t>earer.'  Later  in  life  he  seems  to  have 
followed  the  more  suitable  avocation  of  a  tavern-keeper.  On  the  stage  he  be- 
came famous  as  a  clown,  and  was  above  all  admired  for  his  extemporal  riming 
(to  'Tarletoniae 'became  synonymous  with  extemporising),  and  more  especi- 
ally for  his  'jigs' — L  e.  ludicrous  'topical'  songs,  often  Bccompanied  by  a 
dance,  introduced  by  the  down  and  usually  invented  by  him.  Of  these  a  good 
example  remains  in  Tartlon's  J'ggt  of  a  horn  loadi  of  Foola,  printed  by 
Halli well-Phillips,  ti.a^  pp.  ut-utvi). —  His  popularity,  fostered  by  his 
audacity,  knew  no  bounds.  Nashe  says,  with  a  touch  true  to  human  nature, 
that '  the  people  began  exceedingly  to  laugh  when  Tarlton  first  peept  ant  bis 
head';  and  Fuller  records  that '  the  aelf-same  words,  spoken  byanother,  would 
hardly  move  a  merry  man  to  smQe,  which,  uttered  by  him,  would  force  a  sad 
soul  to  laughter.'  Tarlton  died  in  158B,  the  year  of  the  Spanish  Armada. 
A  warm  tribute  is  paid  to  him  in  Tht  Thrii  LonUa  and  Ltulits  of  London,  lipUy 
probably  written  shortly  after  his  decease  and  attributed  to  his  fellow-actor 
Robert  Wilson.  (See  mft,  140  note,  and  cf  435.  The  '  extemporal '  wit 
attributed  to  the  supposed  '  younger '  Wtlson  by  Heres,  suggests  at  least 
a  hereditary  connexion  with  Tarlton's  aasociflte.)  Long  afterwards  the 
portnit  of  Tariton,  with  drum  and  fife,  of  which  Mr.  Halliwell- Phillips 
gives  a  facaunSt,  continued  to  ornament  ale-houses  and  other  places  of 
public  resort.  For  references  to  him,  see  among  others  the  Induction  to 
Barthilomtui  Fair  (1614),  and  an  epitaph  of  the  year  1617,  quoted  by  Wal- 
dron  in  his  edition  of  Tlu  Sad  ShtfJitrd,  p.  167.  where  he  is  apostrophised 
as  'the  Lord  of  Hirth,'  while  'all  clonncs  since'  are  said  to  have  been  '  his 
apes.' — As  for  the  productions  that  have  been  attributed  to  Tarlton,  the 
authenticity  of  the  Jtais  [of  which  the  first  known,  but  probably  not  the 
earliest,  edition  bears  date  1611:)  is  in  several  instances  supported  by 
external  evidence;  the  remarkably  ancient  and  flat  flavour  of  others  seems 
on  the  whole  to  add  to  the  probability  of  their  traditional  origin.  The  medley 
of  short  stories  called  Tarition's  Ntmts  out  of  Putgatoru  was  printed  in  or 
about  1590,  but  his  name  is  generally  thought  to  have  been  attached  to  this 
pamphlet  merely  by  way  of  a  Catchpenny.  He  wrote,  however,  a  good  deal 
of  veise  (including  a  volume  called  Taritcm's  Tqya),  none  of  which  except 
the  above-mentioned  'jig 'has  been  preserved.  Of  more  interest  for  students 
of  our  dramatic  literature  is  the  statement  of  Gabriel  Harvey  (in  his  Fovn 
LtUtra,  159a,  cited  ap.  Halliwell-Phillips,  Introduction,  p.  xxziv),  that  Tarlton 
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But  the  efforts  of  the  earlier  Elisabethan  theatre,  although  Popular  dr- 
coucentrated  in  the  way  indicated  upon  the  service  of  the  "^^^ 
Queen,  were  after  all  due  in  their   origin  to  a  popular  murrain- 
demand  for  dramatic  entertainments  which  was  older  than  "*'*''■ 
her  dynasty  or  the  forms  of  Church  and  State  under  which 
her  government  was  carried   on.      In   former   days   this 
demand  had  attached   itself  to   localities  consecrated  by 
tradition  to  dramatic  spectacle,  or  associated  by  immemorial 
usage  with   diversions   of  a   dramatic   character'.     As  it  Dramatic 
became  customary  for  companies  of  players  attached  to  the  f^"™- 
households  of  noblemen  and  gentlemen  to  travel  from  place  inn-yards. 
to  place  in  order  to  exhibit  their  performances,  they  naturally 
resorted  to  the  inns,  more  especially  in  or  about  London ; 
the  boy  companies  when  intent  upon  profit  followed  suit ; 
and  thus  it  came  to  pass  that '  in  the  history  of  the  London 
stage  the  immediate  predecessor  of  the  play-house  was  the 
inn-yard  *.'     From  the  accession  of  Queen  Elisabeth  until 
the  year  1576,  when   the   first  London   theatre,  properly 
so-called,  was  built,  these  inn-yards  remained  the  chosen 
homes  of  the  popular  drama '.    Amtmg  the  hostelries  known 
to  have  been  frequented  for  this  purpose  were  the  Cross 
Keys  *  in  Gracious  (Gracechurch)  Street,  the  Bull  in  Bishops- 
gate  Street,  the  Belle  Savage  on  Ludgate  Hill,  and  others  in 
Whitefriars,  in  Blackfriars,  and  elsewhere  near  St.  Paul's*. 
In  this  very  natural,  and  under  the  circumstances  practically 
inevitable  process,  we  may  recognise  the  origin  of  a  long 

nns  tbe  author  of  the  platt  or  outline  of  action  (to  be  filled  up  with  words 
by  the  performers)  of  Tiu  Simn  Dtadiit  Sina,  of  which  the  Stcond  Part  was 
found  by  MaJone  al  Dulwich,  and  has  been  printed  by  Collier.  Cf.  anti, 
p.  330,  note  I. —  After  Tarlton's  death,  his  mantle— or  perhaps  I  should  say 
his  cap  and  bells— fell  to  William  Kempe,  of  whom  a  word  below.— The 
vi^ue  of  Edward  Allcyn  and  Richard  Burbagc,  as  has  been  seen,  had  hardly 
begun  by  1583  ;  Richard's  father  James  was  a  member  of  Leicester's  com- 
pany, probably  from  a  very  early  period  of  its  existence. 

'  Cf.  antt  as  to  the  exhibition  of  religious  plays  in  churches  and  chapels, 
or  in  their  immediate  vicinity,  and  in  that  of  the  ancient  and  sacred  wells  ; 
and  see  Mr.  T.  Fairman  Ordish's  Early  London  Tluatra  (i8c)4)  as  to  the 
amphitheatrical  constructions  for  spectacular  purposea^  both  in  London  and 
in  other  parts  of  the  country. 

'  Ordish,  p.  a8. 

'  Fleay,  History  of  Ikt  Stagt,  35  aajj, 

*  According  to  Frynne,  ap.  Fleay,  36,  this  house  was  called  the  Bell. 

*  See  Fle^y,  a.  3.,  and  Ordish,  30. 
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series  of  conflicts  which  affected,  together  with  the  history 
of  the  London,  and  therefore  of  the  English  stage,  the 
course  of  our  dramatic,  and  with  it  that  of  many  other '  rivers 
of  the  blood '  of  our  national  literature.  It  will  accordingly, 
I  think,  best  serve  the  purpose  of  this  subsidiary  reference  to 
the  annals  of  the  earlier  Elisabethan  stage,  to  connect  the 
chief  incidents  which  remain  to  be  noticed  in  them  according 
to  chronological  sequence  with  the  most  notable  data  of  the 
struggle  in  question '. 

Queen  Elisabeth's  proclamation  of  April  7,  1559,  issued 
probably  for  purely  political  reasons,  had  not  aflected  the 
acknowledged  administrative  principle  that  all  dramatic 
performances  in  the  City  of  London  remained  under  the 
control  of  its  Lord  Mayor  and  Corporation.  But  the 
increasing  number  of  these  performances  in  the  London  inn- 
yards,  fostered  by  the  love  of  the  theatre  in  which  the  Queen 
was  at  one  with  her  magnates  and  with  a  laige  proportion  of 
her  people,  continuously  a^ravated  the  aspect  of  a  nuisance 
in  whidi  they  presented  themselves  to  the  fathers  of  the 
City.  Entertainments  of  the  kind  in  question  could  not  be 
carried  on  without  noise  and  disturbance  of  all  sorts,  more 
particularly  since,  in  accordance  with  the  traditions  of  the 
mediaeval  drama  ',  the  performance  of  a  play  implied  a  pro- 
cessus with  drums  and  trumpets  to  its  performance ;  while 
within  the  precincts  of  the  inn-yards,  the  terribly  real  peril 
of  spreading  infectious  disease,  and  above  all  the  Plague — 
the  curse  of  curses  in  this  unsanitary  and  unscientific  age — 
speedily  attained  to  proportions  such  as  nothing  short  c^ 
sheer  blindness  could  have  ignored  and  neglected.  It  was 
under  an  exceptionally  awful  visitation  of  the  Plague  that  in 
1 563  Archbishop  Grindall  (Spenser's  '  good  Algrind '),  influ- 
enced by  his  Puritan  antipathies  against  the  stage,  advised 
Secretary  Cecil  to  inhibit  al!  plays  for  one  whole  year  within 
the  City, '  and  if  it  were  for  ever,'  the  Primate  added,  '  it  were 
not  amiss  '.'  We  do  not  know  whether  his  advice  was  taken ; 
but  it  was  in  any  case  momentous  as  at  the  same  time  pro- 

*  Hy  main  guide  in  tbis  sunmair  i*  Mr.  Fleay,  whose  History  ofth*  Staff 
bM  supeneded  all  other  treatments  of  the  subject.  See  especially  pp.  44  nqq. 
'  Attit,  p.  44.  •  Collier,  i,  iSa. 
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testing  against  plays  on  religious  and  on  social  grounds,  and 
appealing  to  the  competence  of  the  royal  authority  to  exer- 
cise a  control  over  their  perfomiance  within  as  well  as  without 
the  City  of  London. 

Nine  years  later — in  1572,  as  we  leam  from  Harrison's 
Chronologie^ — plays  were  actually  '  banished  for  a  time  out 
of  London,  lest  the  resort  unto  them  should  ingender 
a  plf^e,  or  rather  disperse  it,  being  already  b^onne.' 
But  by  whatever  authority  (doubtless  it  was  that  of  the 
City  itself}  this  ordinance  was  issued,  its  result  was  not  to 
check  the  popularity  of  dramatic  performances.  Not  only 
did  the  Queen's  high-handed  bestowal,  in  1574,  upon 
Leicester's  players  of  the  privilege  of  performing  plays 
within  as  well  as  without  the  City  limits,  whether  for  her 
own  delectation  or  for  that  of  her  subjects  at  lai^e,  imply 
a  defiance  of  the  claim  of  the  City  authorities  to  manage 
their  own  afTairs*;  but,  which  was  perhaps  of  even  more  prac- 
tical importance,  she  had  been  met  halfway  by  the  inclina- 
tions of  the  London  population,  inasmuch  as  the  temporary 
prohibition  of  plays  within  the  walls  was  beginning  to  be 
evaded  by  a  systematic  increase  of  dramatic  performances, 
both  on  the  Surrey  side  of  the  river  in  Southwark, — a  district 
devoted  from  of  old  to  popular  diversions  of  all  sorts  and 
descriptions, — and  to  the  North  of  the  Walls.  In  1575  the 
actors  of  the  several  companies  interested,  assuming  the  ad 
captandum  designation  of  '  Her  Majesty's  poor  players,' 
ventured  on  a  sort  of  ultimate  attempt  by  petitioning  the 
Privy  Council  for  permissive  letters  to  the  Lord  Mayor,  and 
the  City  replied  by  a  statement  of  its  case  against  them,  to 

>  See  Exireets  (Appendix  I  to  Fumivall'i  Fonwonis  to  Mamtan'a  Dncrip- 
HoH  of  EMgiand,  Bks.  iL  and  iii.),  Ntw  SMai^itTw  Saeut^a  PtMiationt,  1677, 
pp.  liv-lv,  cited  op.  Ordish,  p.  31.  Harrison  inveighs  against  the  signs  of 
die  times,  when  jdayeis  could  'build  such  bouses'  >s  were  by  this  edict 
emptied  of  their  frequenters.  But  his  meaniog,  an  Dr.  Furnivall  allows,  is 
ambi^ou*. 

*  Cf.  OHii,  p.  45a. — The  name  of  James  Burbage  heads  the  list.  Me  may 
be  described  as  the  father  of  the  popular  £Iisal>etban  theatre,  but  of  his  own 
BucccMes  as  an  actor  we  posBess  no  authentic  record,  Cf  Hr.  S.  Lee's 
notice  of  him  in  voL  vii.of  TAt  DuUonaiy  0/ Nationai  Biografihy  [1SB6).—  For 
the  patent  in  question,  cC  Collier,  L  003-4,  *'>f>  Fleay's  ofaaervations. 
History  o/li4  Slagt,  p.  45, 
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which  the   merit  of  exhaustiveness  cannot    be  dented '. 

Eatlitst       In    1576   or  1577   a   new  chapter  in   the  history  of  the 

rtrtiJ^X     English  stage  may  be  said  to  have  begun  with  the  opening 

London       of  The  Theatre  in  Finsbury  Fields,  followed  immediately 

S^-j^fr  afterwards  by  that  of  the  Curtain  hard-by  in  Shoreditch  *. 

The  history  of  the  origin  and  progress  of  these  playhouses 

'  in  the  fields/  and  of  others  which  sprang  up  after  them 

in  rapid  succession,  both  within  and  without  the  City  proper, 

must  be  left  to  the  chroniclers  of  the  stage ; — the  theatres 

in  question  included  theWhitefriars'.the  Fortune  in  Golden 

or  Goiding  Lane  St.  Giles,  Crippl^atc,  and  from  J596-7 

the  Blackfriars,  a  house  purchased  by  James  Burble  in 

1596 ;  together  with,  on  the  Bankside,  the  Rose  (Henslowe's 

playhouse},  the   Swan  *,  the   Globe  (from    1599 ;    in   the 

immediate  neighbourhood  of  Paris  Garden,  which,  though 

mainly  a  resort  for  bear-baiting  and  other  sports,  was  itself 

also    used    for  dramatic    representations),  the   Hope  and 

Newington   Butts'.     In  1583,  as  has  been  seen,  a  single 

company  of  Queen's  players  was  constituted,  and  although 

the  pl^ue  appears  to  have  prevented  it  for  a  time  from 

performing  in  London,  its  formation  added  a  new  element 

of  stability  to  the  English  stage. 

Liitrary  Meanwhile,  the  combination  of  moral  sentiment,  religious 

"'^^fl^      opinion,  and  practical  grievance  which  had  long  sustained 

ti^irt.        the  endeavours  of  the  City  authorities  towards  staying,  and 

if  possible   extinguishing,  the  activity  of  the  stage,  had 

begun   and   continued   to   find  eager  literary  exponents. 

'  Cr.  Fles^,  H.l.,  46-7.  The  third  article  of  the  reply,  as  there  condensed, 
is  sui  gtnrris  excellent :  '  To  play  in  plague-time  increaEcs  tbe  plague  by 
infection  ;  to  play  out  of  plague-time  calls  down  the  plague  from  God.' 

'  See  Ordish,  33  stgq.  and  76  s*qq. — two  exhaustive  chapter*,  which 
render  further  references  superfluous. 

*  See  J.  Greenstreet,  Tiu  Whilr/nars  Tluairt  in  Ikt  tinu  qf  SMaisfitn. 
Nra  Shahsptn  Soculy's  Transactitms,  i8Se,  founded  on  infonoalioo  from 
documents  connected  with  a  Chancery  suit  of  the  year  1609, 

*  See  as  to  the  manuscript  and  drawing  of  the  Swan  Theatre,  discovered 
by  Dr.  GuederlE  of  Berlin  among  the  papers  of  John  de  Witt,  Canon  of 
Utrecht,  who  visited  London  about  the  year  1596,  Dr.  Gaedertz'  publication 
on  the  subject  (Bremen,  iSSe),  and  Hr.  H.  B.  Wheatle/s  paper  in  Trma- 
actioHS  o/tft  Nia  Shalaf>tn  Soeitly,  1S8B, 

'  See  as  to  the  London  Theatres  of  this  period,  Fleay,  History  oftht  Slag*, 
M7  **7»- 
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Passing  by  published  pulpit  utterances  of  even  earlier  dates, 
we  may  notice  in  the  first  instance  a  treatise  entered  for 
publication  in  1577,  and  printed  at  all  events  as  early  as 
1579,  by  John  Northbrooke,  a  divine  whose  Orders  dated  Nanh- 
from  the  Elisabethan  ^e,  under  a  heading  or  motto  which  ^^.^i 
he  adopted  for  a  succession  of  tracts.  This  was  the  Treatise 
wherein  Dicing,  Dauncing,  vaine  Playes  or  Enterlttds,  with 
other  idle  Pastimes,  &c.,  commonly  used  on  the  Sabaoth  Day, 
are  reproved  by  the  Auihoritie  of  the  Word  of  God  and 
aunlient  JVritersK  The  method  of  this  tract  is  the  ex- 
haustive method  proper  to  Puritan  ailment  down  to  {and 
after)  the  days  of  Prynne,  concerning  which  it  would  be  rash 
to  assert  that  it  is  ill  calculated  for  effect  upon  the  audience 
with  which  it  is  primarily  concerned  ;  but,  oddly  enough,  as 
Collier  notices,  liie  argument  is  conveyed  in  that  dialogue- 
form  which  is  akin  to  the  dramatic,  and  which  has  the 
advant^e  of  anticipating  opposition  by  putting  it  into  as 
weak  as  possible  a  position'.  Moreover,  the  drama  here 
figures  as  a  mere  adjunct  to  more  enticing  phases  of  popular 
debauchery.  In  1579,  Stephen  Gosson,  an  Oxonian  who  Gesson 
had  himself  contributed  both  to  dramatic  literature  and  to  ''5^''' 
its  histrionic  interpretation,  but  who  was  now  on  his  way 
towards  ecclesiastical  preferment,  found  himself  moved  to 
put  forth  TAe  School  of  Abuse,  conteining  a  pleasant  inuective 
against  Poets,  Pipers,  Platers,  Jesters  and  suck  like  Cater- 
pillers  of  a  Commonwealth,  which  he  dedicated  to  Sidney,  and 
which,  after  it  had  been  answered  by  Lodge,  he  followed  up 
in  1581  or  1583  by  a  second  diatribe  entitled  Playes  Confuted 
in  five  Actions^.  The  Schoole  of  A  ^se,  written  in  euphuistic 
style  and  with  an  obvious  consciousness  of  the  author's  aca- 
demical pretensions,  cannot  be  said  to  convey  the  impression 
that  a  deep  spiritual  indignation  was  the  priiKipal  motive 

■  Edited  by  Collierfor  the  Shdcapeare  Society,  with  bd  Introdnction,  1643. 
CC  the  biographical  notice  of  NortJibrooke  by  Mr.  Ronald  Bayne  In  vol.  xli. 
of  Tin  DuUoHOty  of  NaHonat  Biography  (1895).  The  motto  of  the  tract  is 
'Spiiiha  tsfviiurms  Oirisliin  ttrra.' 

•  The  interlocutoro  are  Ytwl/i  utid  Age,  of  whom  the  fofmer  is  an  SSutos 
\l/fot  of  remarkably  ineffective  improbity.  As  to  the  titeraiy  tashioa  followed 
by  this  tract,  cfL  anlt,  p.  334. 

>  See  Collier's  editioo  of  Thi  SchooU  a/  AbHH,  Shaki^Mrt  Sodtt/a 
PiMicaliaiu,  1843.     Cf.  aMk,  pp.  409  ttfq. 
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of  its  composition ;  moveover,  it  exhibits  a  certain  d^iee  of 
eclecticism  in  its  censures,  describing '  some  plays,'  including 
'  a  pig  of  mine  owne  Sowe ','  as  '  toUerable  at  some  time.' 
It  is,  in  short,  on  the  author's  part  a  note  of  transition  into 
a  camp  whose  standard  did  not  disdain  to  adorn  itself  by 
literary  streamers.  In  1580,  a  pamphlet  was  entered  under 
the  name  of  Henry  Denham  *  by  the  title  of  A  Second 
and  Tkird  Blast  of  Retreat  from  Plays  and  Theatres " ; 
and  I  have  noted  the  publication  of  an  anonymous  treatise 
of  similar  purport  in  the  following  year  (1581)  *.  In  1583 — 
the  very  year  in  which  a  special  remonstrance  from  die 
Lord  Mayor  against  the  dangers  of  promiscuous  and  in- 
fectious assemblies  of  theatrical  spectators  bad  been  answered 
by  the  license  granted  to  a  special  body  of  players  as 
appropiiated  to  Her  Majesty's  service — Philip  Stubbes  (over 
whose  personal  origin  and  identity  a  cloud  of  mystery  still 
seems  to  hang)  published  his  portentous  Anatomie  of  Abuses, 
a  survey  of  contemporary  society  and  of  the  remedies 
needed  by  it,  of  which  it  would  be  difficult  to  overrate  the 
interest  and  significance '.  The  general  spirit  of  this  work 
(which  curiously  enough  is  again  in  dialogue-farm,  besides 
being  for  appearance  sake  veiled  beneath  a  transparent 
allegory*)  will  not  be  refused  the  rect^nition  which  it 
deserves,  more  especially  since  the  force  of  its  invective  is 
proportioned  to  the  gravity  of  the  themes  to  which  it  in 
succession  addresses  itself^.   Moreover,  it  frequently  becomes 

'   CafJins  CoHspiracits;  cf.  a»lt,  p.  309. 

*  Doubtless  the  active  printer,  of  whom  a  sbort  Dotice,  by  Hr.  H.  R. 
Tedder,  will  be  found  in  vol.  liv.  of  Th*  Dtdionaty  of  NoHonai  Biogmfijr 

(isas). 

'  Cf.  Fleay,  History  of  ikt  Stagi,  51,  where  is  also  noticed  the  license  of 
a  ballad  under  the  same  telling  title,  which  Hr.  Fleay  coniiden  identifiable 
with  'a  ballad  against  plays'  attributed  in  1581  to  Antony  Hunday. 

'  A  Trtalist  i)f  Dann6ts,  vihmin  it  is  sJiotiied,  that  thty  an  as  it  wtm 
atassoria  and  deptmlartls  {or  things  ttHnatd)  to  uihortdotH :  mhtn  also  by  tht 
u<ay  is  toudud  and  provtd,  thai  Playts  an  ioyiud  and  knit  logtlhtr  in  a  mitnt 
ornmiwith  thtm.     Anna  15B1.      {Chatswarik  Libraiy  Catalogu:) 

'  Reprinted  in  PublieoHoHa  of  tht  Nta  Skaksprrt  Sodtly,  Siriis  VI,  1876- 
18S3,  with  Forraxirds  and  Notts,  by  Dr.  Fumivall. 

*  The  abuses  censured  are  allocated  to  an  anagmmmatically  named  country 
AUgna,  and  in  several  instances  to  its  capital  Munidnol. 

'  Thelalerportionsoffi)rf/(rA«rr>»/vni/()')aiid  virtually  the  whole  of 
Part  It  ij'ht  Spiritualty)  are  concerned  with  religious,  social  and  econonical 
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obvious  that  the  author,  while  pouring  out  without  stint 
the  stores  of  information  gathered  by  his  learning  and 
application,  was  desirous  of  guarding  himself  against  the 
onesidedness  which  ia  the  bane  of  such  diatribes.  Un- 
fortunately, however,  the  particular  section  of  Pari  I  of  this 
book,  which  treats  Of  Stage-Playts  and  Enteriuds,  with 
their  wickednes^,  while  manifesting  on  the  part  of  the 
author  no  very  close  or  varied  familiarity  with  the  subject, 
is  conceived  in  a  spirit  of  uncompromising  wrath,  and 
written  blacb  in  black.  Religious  plays  are  sacrilegious, 
profane  are  devilish ;  and  a  divine  praemunire  of  eternal 
damnation  lies  against  all  who  bear  a  part  in  their  main- 
tenance*.  To  the  names  of  Gosson  and  Stubbes  may  be  OOurpam- 
added  those  of  Geoi^e  Whetstone,  the  author  of  Promos  ^^'^.^s, 
and  Cassandra,  and  therefore  like  Gosson  a  '  repentant ' 
dramatist,  who  in  \^^i,  published  his  Touchstone  for  the 
Time,  and  of  William  Rankine,  whose  Mirror  of  Monsters 
appeared  in  1587,  and  who,  conversely,  is  said  to  have 
composed  plays  after  inveighing  against  their  production  ^. 

In  what  proportion  the  Puritan  spirit,  which  inspired  all  Tfu  oppo- 
these  publications,  was  accountable  for  the  opposition  to  ^^'!"j^'' 
the  theatre  so  long  and  so  sturdily  maintained  by  the  City  vAoUydnt 
authorities,  it  would  be  difficult  with  any  degree  of  accuracy  ^i^'™ 
to  determine.     For  prejudice  alone,  which  is  not  always  on 

problema  of  the  higheat  impoTtaiice,  and  often  of  grut  difficulty — and  in  the 
treatment  of  some  of  these  Stubbei  shows  himself  in  advance  of  his  ag^e. 
Th«  sections  in  Pait  I  on  Abuata  m  Trait  and  on  Ahtiaia  b>  Appard  and  iia 
Maktn  are,  as  is  well  kaowo,  full  of  curious  detail. 

'  Pp.  140  atqq^  i.  >.  Some  extracts  are  given  in  Tkt  Engliak  Drama  and 
Stagt  (Rozburghe  Library),  cited  enlt,  p.  453,  note  r. 

*  Nashe  attacked  the  latter  both  in  his  Anafomit  of  AbsiinlitH  (which  can 
hardly  be  said  to  have  'plagiarised'  Stubbes'  title,  cf.  attu,  p.  419)  and  (if 
this  tract  was  bis)  in  An  Almond  for  a  ParraL  Gabriel  Harvey  of  course 
took  up  the  cudgels  in  Stubbes'  defence.  See  the  passages  op.  Fumivall, 
11.J.,  pp.  36J'W- 

'  See  Collier,  ItUrodnttioH  lo  Iht  Silmo/t  ofAbtat,  pp.  ix-x. — I  have  p>ssc:d 
by  minor  literaiy  efforts,  such  as  the  baUad  provoked  by  the  (ailing  of 
a  wooden  gallery  full  of  spectators  during  a  Sunday  bear-baiting  at  Paris 
Garden  in  January,  1583, — and  the  tract  by  'John  Field,  Hinister  of  the 
Word  of  God,'  suggested  by  the  same  accident.  See  Collier,  i.  343.^,  where 
it  is  surmised  that  the  result  of  this  occurrence  was  that  the  order  of  the 
Privy  Council  against  performances  on  Sundays,  which  bad  hitherto  applied 
only  to  the  CiQr  of  London,  was  now  made  general. 
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one  side  (as  is  shown  among  other  instances  by  the  particular 
controversy  to  be  immediately  touched  upon),  could  pre- 
tend to  deny  that  the  theatre,  as  it  affected  the  life  of  London 
in  the  earlier  Elisabethan  age,  had  in  it  the  elements  of  both 
a  social  and  amoral  nuisance  of  considerable  magnitude.  The 
question  for  its  future  in  England,  and  implicitly  for  that  of 
our  dramatic  literature,  was  in  what  degree  these  elements 
were  essential  to  its  continued  existence  as  a  popular  institu- 
tion. Meanwhile  the  opposition  against  the  stage  on  the  part 
of  the  City  of  London,  and  of  those  classes  throughout  the 
country  of  which  its  citizens  were  typical,  continued,  as  will 
be  noticed  hereafter,  throughout  the  reigns  of  Elizabeth  and 
her  successors,  nor  has  it  ever  wholly  ceased  whenever  there 
has  been  a  stage  to  contend  against. 

Tktstagt  We  have  seen  from  the  examples  of  Lodge  and  others, 
"JtJcMci  *****  *^^  natural  apol<^ists  of  the  stage  had  not  been  back- 
ward in  defending  it  against  these  early  attacks.  The 
violence  of  its  censors  stimulated  the  boldness  of  their 
opponents,  until  at  last  the  outbreak  of  a  controversy 
originally  unconnected  with  the  stage  ^  allowed  them  with 
unprecedented  outspokenness  to  assume  the  offensive,  and 
to  identify  themselves  with  the  cause  of  allies  whose 
sympathy  with  the  theatre  can  at  the  most  have  been  of  but 
a  very  limited  description. 

TAtitar-  The   details  of  the  Mar-Prelate  Controversy — the  most 

tmiMm  "^  famous  literary  quarrel  of  these  libellous  times  * — surrounded 

(1568-90).    as  they  are  by  an  obscurity  which  laborious  investigation  is 

only  gradually  clearing  up,  and  which  in  part  will  probably 

'  Such  a  ch>i^  IS  that  implied  in  the  onecdute  told  bj  HartiD  Harprelate 
in  Nay  any  wort/or  Cooptr  (1589),  of  the  priest  <  Gtiberie  of  Mawsleade'  id 
£&aex(cf.  Haskell,  x.i, 96-7),  should  be  regardedas  merely  illustrative.  This 
divine  of  the  old  school,  who  had  formeriy,  'symple  as  he  now  standes,' 
been  '  a  vice  in  a  playe  for  want  of  a  better,'  on  hearing  a  morris  dance  in 
progress  outside  the  church  of  which  he  was  occupying  the  pulpit,  cut 
sbort  his  sermon  and  '  came  down '  among  the  dancers. 

'  '  Do  you  not  see  these  PampbJets,  Libels,  Rhimea, 
These  strange  confused  Tumults  of  the  Mind, 
Are  grown  to  be  the  Sickness  of  these  Times, 
The  great  Disease  inflicted  on  Mankind.' 

Daniel's  liiiaaphSua  (1599). 
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be  never  altogether  removed,  cannot  occupy  us  in  this 
place'.  Its  immediate  motive  cause  was  the  sentiment  of 
'  now  or  never '  aroused  by  Whitgift's  policy  of  repression 
after  hb  acceptance  of  the  Primacy  in  1583  ;  its  intellectual 
parentage  may  be  ascribed  to  Cartwright,  the  antipous  of 
Whi^ft  in  the  religious  history  of  the  reign.  But  nothing 
b  gained  by  widening  until  they  lose  themselves  in  dimness 
the  circles  of  an  enquiry  into  a  subject  bearing  upon  so  wide 
a  variety  of  connected  interests,  and  the  history  of  the  Mar- 
Prelate  controversy,  properly  so  called,  b  in  point  of  fact 
comprised  within  very  definite  limits.  It  begins  with  the 
publication  of  the  famous  Epistle  to  the  terrible  Priests  of 
the  Confocation  house,  which  professed  to  be  a  mere  intro- 
duction to  a  coming  refutation  of  a  defence  of  the  Church  of 
England,  as  it  was,  recently  published  by  Dr.  Bridges,  Dean 
of  Salisbury,  and  which,  so  far  as  b  known,  first  introduced 
'  Martin  Mar- Prelate,  gentleman,'  into  the  controversial  arena. 
This  pamphlet  unmistakeably  indicates  the  peculiar  method 
of  the  controversy,  which  was  that  of  bringing  its  issues 
home  to  the  general  public  by  means  of  familiar,  and  if 
necessary,  comic  illustration — in  a  word,  the  satiric  method, 
never  more  efTectivety  practised  than  in  the  Renascence  age, 
from  which  exa^eration  and  misrepresentation  are  in  point 
of  fact  inseparable  ^     Such  was  the  method  which,  from 

'  By  far  the  best  survey  of  the  Har-PrcUte  controversy  ia,  so  far  as  I  know, 
to  be  found  \a  Professor  E.  Aiber's  JTh^isA  Sdolat'a  Library.  No,  6  {Ah  Intm- 
ductoryShtkii  to  thi  Martin  Mar-Prrlatt  Conlrovirsy),  1679,  with  No.  g  {Martin 
Marfrtlatt,  Tfu  EpislU),  i88o.  Previously  to  this,  the  only  compendious 
kccount  extant  was  Haskell's  History  of  Dit  Martin  Marprttati  CoKtrovtrsy, 
dc  (1845),  an  interesting  book,  but  manifestly  tinged  with  prejudice.  An 
earlier  but  discursive  account  wiU  be  found  in  the  elder  Disraeli's  j^iurnrb 
0/ jlulhors.ii.  ao3-aBa.  See  also  Kcai'a  History  t(f  tht  Puritans,  ii.  Sjjfistqq.; 
and  tbe  articles  on  Peniy  by  Hr.  S.  Lee,  and  on  Barrowe  by  Dr.  Grosart, 
in  vols.  iliv.  and  iii.  of  Tin  DitHonary  of  National  Biography  (1B95  and  1885).— 
Hucb  infonnation  may  be  gleaned  from  the  collection  of  Puritan  DisipliH* 
Trtuls,  of  which  the  reprintiDg  and  the  circulation  in  America  were  deeply 
regretted  by  Hr.  Haskell,  on  the  ground  that  '  poison'  should  not  be  sold 
without  its  '  antidote.' 

'  There  seems  no  reason  for  doubting  that  the  personality  otMarfiti  Uar- 
pnlaU,  as  first  introduced  in  the  EpislU,  was  to  all  intents  and  purposes 
origiiial.  The  best  summary  of  the  character  is  that  offered  in  Hay  any 
Work  for  CooptriiSBg);  d  Grosart,  u.s..  No.  6,  19-13.  Thomas  Cooper, 
Bishop  of  WincllesteT,  bad  attempted  a  serious  reply  to  the  Episilt  in  a  tract 
entitled  An  Admonition  to  t/u  PtopU  €f  England  (1589).    As  Disrkeli  points 
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motives  which  it  is  unnecessary  here  either  to  extol  or  to 
impugn,  had  been  determined  upon  by  a  secret  clique  of 
writers  against  a  system  of  church  government  which  they 
deemed  obsolete  and  rotten,  and  consequently  inimical  to 
the  interests  of  religion.  They  carried  out  their  design  with 
extraordinary  resolution  and  skill,  by  means  of  a  secret 
printing-press  moved  from  place  to  place,  and  with  the  sup- 
port of  a  popular  sympathy  ofwhich  the  measure  can  only  be 
gauged  by  impartial  historical  enquiry.  Apart  from  local  in- 
fluences^ and  the  growth  of  theological  opinion  in  academical 
spheres*,  a  national  problem— that  of  the  emancipation  of 
a  Protestant  Church  from  its  derived  trammels— lent  force 
and  fury  to  the  struggle.  It  ended,  with  the  ready  aid  of  the 
State,  in  the  martyrdom  of  its  principal  agents  ^ ;  but  the  end 
was  the  beginning  of  a  movement  which  transformed  the 
religious  life  of  the  nation. 

In  this  celebrated  controversy,  upon  the  more  important 
aspects  of  which  Imustabstainfrom  further  dwelling,  the  rail- 
ing had  not  by  any  means  been  all  on  the  side  of  the  '  Martin- 
mongers  *,'  Even  academically- nurtured  scholars,  whose 
sympathies  leant  to  the  Puritanising  party  in  the  Church, 
were  painiiilly  affected  by  the  onslaught  upon  ecclesiastical 
dignitaries  credited  with  the  same  way  of  thinking*.    What 

out,  his  name  presented  the  inestimable  advantage  of  lending  itself  to 
punning  retorts. 

'  Above  alt  the  feeling  to  which  Peniy  had  already  given  expression  in 
a  previous  tract,  and  which  ended  by  consecrating  him  '  the  lather  of  Welsh 
non-conformity.' 

*  Penry  was  of  Pcterhouse.  and  Barrowe  of  Clare  Hall. 

*  Although  John  Penry  was  not  put  to  death  (1593]  on  the  charge  of 
authorship  of  any  of  the  Har-Prelale  tracts,  his  share  in  them  and  in  their 
publication  seems  established.  ('  Pent?,  son  of  Martin  Harprelate,  was 
hanged  lately.'  Cattndar  ofStait  Pap*rs,  Domtslic  Sttits,  Elisabtth,  1891-4, 
p.  353).  Henry  Barrowe,  whom  Dr.  Dexter  has  sought  to  prove  the  author 
of  the  chief  tracts,  was  executed  in  the  same  year  with  John  Greenwood 
on  a  dilTerent  indictment.  These,  with  John  Udall,  who  died  in  prison, 
and  the  Warwickshire  country-gentleman  Job  Throckmorton,  make  up  the 
list  of  the  suspected  '  Hartinist'  authors. 

'  So  they  are  called  in  Lyly's  tract,  A  Papp*  mith  an  Halchtt. 

'  'Spenser's  attitude  to  Puritanism,  after  the  fierce  paper  war  of  Mar- 
prelate  and  his  foes,  is  palpably  changed. — The  party  of  the  saintly  sufferer 
Algrind  is  now  represented  by  the  Blatant  BeasL'  C.  H,  HerTord,  Intro- 
duction to  his  edition  of  Sptnsa's  Sh^luttrJs  Calatdar  (.iSgs),  p-  huiii. — 
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wonder  that  the  prelates  and  their  cause  (the  cause  of  the 
existing  state  of  things)  should  have  found  advocates 
among  writers  fully  prepared  to  meet  a  whole  company 
of '  Martins '  on  their  own  ground '.  Lyly  and  Nashe  were 
drawn  into  the  controversy  by  motives  which  it  is  unneces- 
sary further  to  analyse ;  and  the  latter  took  so  active  a  part 
in  it  that  it  long  remained  customary  to  father  upon  him  the 
entire  series  of  the  replies  to  the  Martinists.  But  the  notion 
of  answering  these  writers  in  their  own  popular  satiric  vein 
seems  to  have  originated  with  Richard  Bancroft  (afterwards 
Archbishop  of  Canterbury),  who  early  in  1589  preached  a 
violent  sermon  at  St.  Paul's  Cross  against  the  Martinists  eo 
nomine ;  and  it  has  even  been  thoi^ht  not  unlikely  that  he 
bad  somethii^  to  do  with  the  composing  of  the  tracts  in  ques- 
tion'. Nashe  may  with  certainty  be  held  responsible  for  at 
least  four  of  them,  including  The  Returtte  of  the  Rentruined 
Caualier  PasquiU  of  England  (1589),  and  Lyly  was  un- 
doubtedly the  author  of  ^  Pappe  with  an  Hatchet  (1589)" ; 
Munday,  too,  seems  to  have  taken  service  on  the  same  side  *.  Martin 
Lastly — and  this  is  what  principally  concerns  us  here — the  j^'"^^'JJ 
stage  itself  had  at  an  early  date  in  the  controversy  been  made  siagt 
use  of  by  the  opponents  of  Martin  Mar- Prelate;  and,  by  ^'5^'- 
1589,  a  play  in  the  nature  of  a  morality  had  been  exhibited 
in  derision  of  the  adversaries  of  the  Establishment '.     The 

Jobn  Aylmer,  Bishop  of  London  (the  '  Horrell  at  the  CalttiJtr),  is  the  'dumb 
John '  upon  whom  the  EpisiU  venta  its  moat  personal  satire. 

*  I  usctbe  ncuti^  expression' company';  the  Anti-Harlinists  would  have 
said  'herd,'  mindrul  as  they  were  of  the  fact  that  'Martin,'  though  the  use 
of  the  word  was  doubtless  suggested  by  Luther'a  baptismal  name,  was  the 
popular  appellation  of  the  loudeat. voiced  of  domestic  animals. 

■  Maskeli,  167.  Cf.  Hr.  Mullinger's  notice  of  Bancroft  in  vol.  iii.  of  TTu 
Dictionary  o/Natvmal  Biografihy  ( 1 885). 

*  See  for  a  list  of  anci- Martini st  pamphlets  Tomiing  an  integnd  part  of  the 
controversy,  Arber,  M.S.,  No,  8,  pp.  197-aooi  and  cf.  Maskeli,  164  stq^. 

*  At  least  in  An  Almond/or  a  Parral  '  Martin  '  is  bid  '  beware  AnIiioHjf 
Munday  be  not  euen  with  you  for  calUng  him  ludas,  and  lay  open  your  false 
carding  to  the  stage  of  all  men's  scorne.'  {PurHan  DisdfJin*  Tracts,  p.  5a.) 
PUdm  Percrvall  was,  as  Maskeli  shows,  a  late  effort  on  the  Puritan  side  in 
favour  of  quiet,  and  has  been  most  absurdly  attributed  to  Nashe.  There 
seems  every  likelihood  of  its  having  been  written,  as  Naabe  asserts  in  his 
Strang!  Niaa,  by  Richard  Harvey.  See  Introduetuni  to  Puritan  IXadpUnt 
Tracts. 

*  This  piece  is  thus   described  by   Nashe  in  liis  Rthma  0/  PasquiU  t 
VOL.  I.  H  h 
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Master  of  the  Revels  (Edmund  Tylney)  having  in  conse- 
quence   made    an    adverse    representation    to    the   Lord 
Treasurer  (Burghley),  the  latter  wrote  to  the  Lord  Mayor, 
requirii^  him  to  put  a  stop  to  all   theatrical  exhibitions 
ProMHo^  within  his  jurisdiction.    The  chief  magistrate  of  the  city 
ifo*  mta- '   could  only  consign  two  refractory  players  '  to  one  of  the 
Mfrts  Compters'.'   Six  days  afterwards  (November  la,  1589),  how- 

'■  ever,  the  Privy  Council  took  the  necessary  measures  to  put 
an  end  to  the  scandal.  The  Archbishop  of  Canterbury  was 
required  to  name '  a  person  well  learned  in  divinity,'  and  the 
Lord  Mayor  'a  sufficient  person  learned  and  of  judgment,' 
who  together  with  the  Master  of  the  Revels  were  to  license  all 
plays  acted  in  and  about  the  City.  From  the  letters  issued 
by  the  Privy  Council  on  this  occasion,  it  would  appear  that 
'  certen  matters  of  Divinytie  and  State '  had  been  '  handled ' 
in  more  than  one  play  of  the  day.  The  stoppage  of  stage- 
plays  was  accordingly  only  temporary ;  but  the  '  comedies  ' 
against  Martin  Mar-Prelate,  whether  written  or  in  prepara- 
tion, bad  to  be  laid  aside,  greatly  to  Lyly's  regret,  who 
thought  they  would  have  '  decyphered,   and   so   perhaps 

'  Hcthougbt  Vrhts  ComoiJia  begui  to  pricke  him  at  London  in  the  right 
Taine,  when  sbce  brought  foorth  Divimlit  with  a  scralcht  face,  holding  of 
her  hart,  as  if  she  were  sicke.  because  Martin  would  have  forced  herj  but 
myasing  of  his  purpose,  he  left  the  print  of  his  nayles  upon  her  cheekes,  and 
poysopcd  her  with  a  vomit,  which  he  ministred  unto  her  to  make  her  cast 
uppe  her  dignities  aod  promotions.'  Collier,  i.  973.  Lyly  in  the  Papp* 
tuith  an  Haichil  seems  to  describe  the  same,  or  a  similar,  play  when  he  says 
(of  Martin) :  '  He  shall  not  be  brought  in  as  whilom  he  was,  and  yet  verie 
well,  with  a  cocka  combe,  au  apes  face,  a  wolfe's  bellie,  cats  clawes,'  &c 
Quoted  by  Haskell,  p.  310.  Lyly  add« :  'If  be  be  showed  at  Paul's,'  i.e. 
by  the  Children  of  Paul's,  it  will  cost  you  four  pence,  if  at  the  Theatre  two 
pence,  if  at  St.  Thomas  a  Watrings'  (the  place  of  execution  close  to  the 
Theatre),  '  nothing."  (Cf.  Fleay,  History  of  Ifu  Slagt,  93-3.)  See  Collier, 
i.  966-7,  where  a  further  passage  is  cited  from  the  tract  A  Counlrratf^ 
givtH  to  Matiiti  Junior,  referring  to  '  the  Analomit  lately  taken  of  him,  the 
blood  and  the  humors  that  were  taken  from  him  by  lancing  and  womusg  him 
at  London  upon  the  common  stage.' 

'  As  Hr.  Fleay,  Lifi  0/ SAaitsf*art,  pp.  iDa~3,  puts  it,  the  Anti-Hartinist 
plays  being,  with  the  exception  of  those  represented  by  the  Paul's  Boys, 
performed  outside  the  City,  could  not  be  silenced  by  the  Lord  Mayor,  who 
could  only  try  to  stop  the  Lord  Admiral's  and  Lord  Strange's  companies; 
whereupon,  when  the  tatter  (Shakipere's)  company  persisted  in  playing, 
two  of  its  members  were  arrested.  Hr.  Fleay  thinks  that  the  play  acted 
on  this  occasion  was  Lov^s  Laboitr't  Lost. 
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discouraged'  the  enemy.  Nor  was  his  playful  proposal 
of  a  'Tragedie,'  in  which  'Mardocheus'  should  play  'a 
Bishoppe '  and  Martin  '  Flamman,'  ever  carried  into 
execution  ^, 

We  may  rejoice  that  an  attempt  should  have  been  nipped  Dungtr  of 
in  the  bud  to  make  the  popular  stage  a  vehicle  of  contro-  %ot^tki 
versial  abuse  and  invective ;  since  the  result  could  not  but  stagiio 
have  been  to  intensify  the  influences  which  were  about  this  r,rsM 
time  tending  to  coarsen  and  degrade  it.  Very  shortly  after  tsa. 
the  transactions  referred  to — in  1590 — the  performances  of 
the  Children  of  Paul's  were  stopped  on  account  of  the  per- 
sonal abuse  and  scurrility  put  into  the  mouths  of  these 
youthful  actors,  who  thus  came  to  be  silenced  for  several 
years  *.  In  1592  '  certaine  players  '  are  stated  to  have  been 
'  suffered  to  scoffe  and  jeast  at '  the  King  of  Spain  '  upon  their 
common  stages,'  and  to  have  derided  Popery  by  annexing 
a  verse  against  it  to  one  of  '  the  Psalmes  of  David  *,'  In 
1593  it  was  thought  desirable,  though  on  what  specific 
grounds  we  are  not  informed,  to  interfere  with  the  exhibition 
of  interludes  and  plays  by  strolling  performers  in  both  the 
University  towns  *■  The  evidence  of  contemporary  poets 
shows  a  vivid  sense  of  the  degradation  of  a  form  which  even 
as  it  was  had  hitherto  been  only  tentatively  admitted  into 
what  might  be  called  the  inner  circle  of  the  literature  repre- 
sented by  them.  Spenser,  of  whose  own  early  essays  in 
dramatic  composition  (manifestly  of  a  purely  literary  kind) 
no  notice  is  preserved  beyond  Gabriel  Harvey's  encomiastic 
mention',  in  his  Teares  of  the  Muses  (printed  1591) 
adverts  to  the  condition  of  both  the  tragic  and  the  comic 
drama  in  a  spirit  of  pessimism  which  may  seem  too  compre- 

'  See  A  Pappt  wHk  an  Hahhtt,  p.  39  and  note,  pp.  47-50 ;  cf.  Collier,  m.  a. 

*  Collier,  i.  ait  stipi. ;  cf,  FIe«y,  Histoty  0/  thi  Siagt,  93 ;  uid  see  Clwk 
uid  Wright,  K.  3.,  p.  ziv, 

*  Collier,  i.  379.  '  lb.  983-^ 

*  'To  be  plaine,  I  am  voyde  of  al  judgment,  if  jour  nine  Comoedies, 
whereunto,  in  imitation  of  Herodotus,  70U  give  the  names  of  the  Nine 
Muses,  and  (in  one  man's  fansie  not  unworthily],  come  not  neerer  Ariosto's 
Comoedies,  eyther  for  the  fineness  of  plausible  elocution,  or  the  rareness  of 
poetical  invention,  than  that  Elvish  queen  doth  to  his  Orlando  Furioso.' 
(April  7,  isSok)  Quoted  by  Dr.  Hales,  Inlrwiudiny  Mtmoir  to  Globe  Edition 
of  Spenser's  Works,  p.  xxvij. 

Hh2 
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hensive  to  admit  of  special  application ;  but  his  characterisa- 
tion of  the  Comick  Stage'  can  hardly  be  passed  by  as  a  mere 
expression  of  contemptuous  dislike  for  its  ordinary  methods : 
'A]l  places  they  with  follie  have  posseat. 
And  with  vaine  toyes  the  vulgare  entertaine; 
But  me '  have  banish^,  with  all  the  rest 
That  whilomc  wont  to  wait  upon  my  traine, 
Fine  CounteifeBauncc,  and  unhiutfull  Sport, 
Delight,  and  Laughler,  deckt  in  seemly  sortV 

Hall,  again,  in  his  satirical  attack  upon  the  contemporary 
stage,  which  though  the  Sixe  Bogkes  Virgidemiaruvt  were 
not  published  till  1597,  may  be  supposed  to  have  been 
composed  or  conceived  at  a  rather  earlier  date,  dwells  upon 
the  vulgar  comic  mirth — the  'vile  nissetings' — that  alter- 
nated with  the  '  pot-fury  *  of  popular  tragedy '.  But  neither 
critical  censure  nor  authoritative  restriction  could  bring 
about  a  sudden  reformation.  In  1595  the  Lord  Mayor 
complained  of  the  reopening  of  the  '  old  haunts '  of  '  the 
Theatre '  and  the  Bankside,  and  in  1597  the  Privy  Council 
made  an  abortive  attempt  to  stop  performances  at  theatres 
within  three  miles  of  London,  in  consequence  of  the  dis- 
CoHMb'da-  orders  and  the  '  lewd  matters  handled '  there  *.  Probably, 
c^^mt's  however,  nothing  made  so  steadily,  albeit  slowly,  for 
qfactors.  improvement,  as  the  gradual  consolidation,  and  reduction 
in  number,  of  the  companies  of  actors.  The  subject  is  too 
complicated,  and  the  evidence  concerning  it  too  fluid,  to 
admit  of  beii^  dealt  with  here ;  but  it  seems  established 
that  from  about  1593  onwards,  not  more  than  three 
companies — with  an  occasional  fourth — were  regarded  as 
authorised  to  play  in  or  about  the  City.     These  were  the 

'  1. 1.  Tbalin. 

'  To  reaHae  the  full  force  of  Spenser's  invective,  it  would  be  necessaiy 
to  dte  the  complaints  of  Helpomcne  uid  Tlialia  in  [heir  entirety. — I 
pass  by,  st  ait  events  for  the  present,  the  improbable  conjecture  that 
the  subsequent  allusion  to  the  'death'  of  'our  pleasant  Willy'  refers  to 
Shakspere's  supposed  abstinence  at  this  time  from  the  writing  ofcomedica. 

*  Book  i.  Satire  iii. —  la  the  curious  Inductioo  to  the  tragedy  called 
A  Wertdngfar  Fiar  Womtn,  which  though  not  printed  till  1599  must  have 
been  acted  several  yeara  earlier,  Tragedy,  Comedy,  and  Histoiy  inveigh 
against  one  another;  but  the  taunts  directed  against  Comedy  possess  no 
very  special  significance.     See  Collier,  ii.  345-^. 

'  Fleay,  Hiatory  of  tin  Slagt,  157-8. 
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Lord  Chamberlain's,  the  Lord  Admiral's,  and  Lord  Derby's 
(formerly  Lord  Strange's),  which,  after  fais  death  in  1594, 
was  absori^ed  in  the  Lord  Chamberlain's.  The  fourth 
company  was  Lord  Pembroke's,  which  led  a  fitful  existence 
till  1600.  (In  addition,  there  were  the  Chapel  Children, 
who  occupied  the  Globe  from  1600,  and  after  their  rein- 
statement in  that  year,  the  Paul's  boys'.)  In  other  words, 
instead  of  a  more  or  less  indefinite  number  of  migratory 
companies  attached  to  the  households  of  great  nobles, 
associations  of  actors  were  becoming  established,  which  as 
domesticated  in  particular  places  and  directed  by  business- 
like and  reputable  men,  acquired  the  confidence,  while 
they  held  fast  the  favour,  of  their  public.  Gradually  the 
companies  and  with  them  the  houses  with  which  their 
performances  were  more  or  less  identified,  b^an  '  to 
establish  a  hbtory  of  their  own  ' ' — Alleyn  and  Henslowe, 
Burbage  and  Shakspere,  became  names  with  a  solid  ring. 
At  the  same  time  the  playwrights  were  required  to  satisfy 
a  steady  demand,  and  to  meet  it  quickly  and  under  circum- 
stances not  always  favourable  to  a  veiy  close  discrimination 
of  previous  claims  as  to  ideas  or  their  presentment.  For 
better  and  for  worse — and  the  better  had  at  last  secured 
a  basis  for  its  endeavours — the  prepress  of  the  English 
drama  from  the  close  of  the  period  under  discussion,  onwards 
connects  itself  intimately  with  the  annals  of  the  two  most 
long-lived  of  the  companies  aforesaid ;  and  Henslowc's 
Diary  *,  thoi^h  of  course  it  contains  the  records  only  of  the 
company  of  which  he  was  joint  manager,  remains  our 
vademtcum   for  this  chapter  of  our  dramatic  history. 

Among  dramatic  authors  who  were,  as  we  have  seen,  so  Mumai 
intimately  connected  with  the  stage  and  the  theatrical  '^^ 
profession  proper,  a  kindly  sense  of  mutual  good-will  must  ihiplay- 

'  Cr.  Fleay,  Hialory  i^lht  Stagi.  195  aiff.,  and  SMaJusptan  Manual  (1876), 
76  s*qq.  As  to  the  distribution  of  Cbe  companies  in  the  sevenl  LondoD 
tliatrca,  see  History  oftlu  Siagi,  145. 

*  R.  Simpson,  MrodudiOK  lo  A  Lamm  for  LoH^M,  er  Tkt  S*igt  of 
AniwtTp  (1873),  p,  iv. 

'  Id  consequence  of  the  discredit  cast  upon  Collier's  well-known  edition  of 
Henslowe's  DUuy  {Shattsftart  Sodtty'*  pHbHtaHrta,  1845),  Ur.  Fleay  has 
been  at  the  pains  of  (ornishiug  an  abstract  of  the  trustworthy  materials 
contained  in  tt    See  hia  History  ofiht  Stags,  pp.  94-116. 
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have  perpetually  asserted  itself  in  the  midst  of  conditions 
of  eager  competition.  The  utmost  allowance  should  always 
be  made  for  foibles  which  are  practically  inevitable ;  and  when 
bread  and  fame  were  simultaneously  involved  in  the  question 
of  comparative  success,  one  might  be  fain  to  forgive  even 
Greene's  attack  upon  Shakspere.  The  general  kindliness 
of  tone  which  prevailed  among  the  rival  playwrights  is, 
however,  shown  by  many  incidental  touches  of  feeling,  and 
no  outward  sign  displays  it  more  pleasantly  than  the  us^e 
that  familiarly  obtained  among  them  of  abbreviating  the 
Christian  names  of  authors,  as  well  as  of  managers  and 
actors.  Even  an  eager  follower  of '  sweete  Nedde '  {Edward 
Alleyn),  while  sneering  at  '  Rossius  Richard '  (Burbage), 
disarms  our  disapproval  of  his  jealous  partisanship  when  he 
declares  that  when  Ned  acts, 

'Willes  new  playe 
Shall  be  rehearet  some  other  daye',' — 

while  at  a  rather  later  date,  Thomas  Heywood,  who  so 
chivalrously  broke  a  lance  in  defence  of  the  actor's  art, 
testified  in  a  score  of  genial  lines  to  this  memorable  method 
of  preserving  the  memory  of  good  fellowship : 

'  Greene,  who  had  in  both  Academies  ta'ne 
Degree  of  Master,  yet  could  never  gaine 
To  be  call'd  more  than  Robin;  who,  had  he 
Frofest  aught  but  the  Muse,  serv'd  and  been  free 
After  a  seven  yeares'  prenticeship,  might  have 
(With  credit  too)  gone  Robert  to  his  grave. 
Mario,  renowned  for  his  rare  art  and  wit, 
Could  ne're  attaine  beyond  the  name  of  Kit, 
Although  his  Hero  and  Leander  did 
Merit  addition  rather.    Famous  Kid 
Was  called  but  Tom.     Tom  Watson,  though  he  wrote 
Able  to  make  Apollo's  selfe  to  dote 
Upon  his  Muse,  for  all  that  be  could  strive, 
Yet  never  could  to  his  full  name  arrive. 
Tom  Nash  (in  his  time  of  no  small  esteeme) 
Could  not  B  second  syllable  redeeme. 

'  So  at  leut  rans '  a  paper  in  verse,'  quoted  by  Collier,  Mtmoirs  t^ Edward 
AlUyn,  p.  13.— As  to  Barb^^'i  tobri^ial  ol '  Roscio,'  cf.  Dr.  lagleby's  note 
on  MantOD'suseofit  in  Tk*  Samrgt  0/ VHIanU.  {Shaitapian's  Cmturit  qf 
Prqyst,  and  ed.,  p.  a^,  New  Skak^tn  Sociity't  PubHcatiims,  1879.) 
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Excellent  Bewmont,  in  the  foremost  ranke 

Of  the  rar'st  wits,  was  never  more  than  Franck. 

Mellifluous  Shakespeare,  whose  enchanting  quill 

Commanded  mirth  or  passion,  was  but   Will; 

And  famous  Johnson,  though  his  learned  pen 

Be  dipt  in  Castaly,  is  still  but  Ben. 

Fletcher  and  Webster,  of  that  learned  packe 

None  of  the  mean'st,  yet  neither  was  but  Jacke. 

Dekker's  but  Tom ;  nor  May  nor  Middleton ; 

And  he's  now  but  Jacki  Foord  that  once  was  John'.' 

Before  quitting  the  subject  of  the  stage,  as  connected  ffffomrsr 
with  the  dramatic  literature  of  this  period,  I  may  advert  ctmuiH  ' 
in  passing  to  a  relation  which  has  only  recently  received  oHdtht 
the  attention  it  merits.     Reference  has  already  been  in-  t^^, 
cidentally  made  to  the  performances  of  Italian  actors  in 
England ' ;    and    the    mfluence    upon   our  own   dramatic 
literature  of  that  of  Italy,  Spain,  and  France,  as  well  as  of 
the  prose  fiction  of  those  countries,  has  been  or  will  be 
illustrated  in  various  passages  of  this  book.    Until  recently, 
however,   it  had  been  little  noticed  that  in  the  particular 
period    now   under  review   a    lively  connexion    prevailed 
between  the  English  drama  and  the  German  theatre,  which 
in  its  turn  reacted  notably  upon  the  history  of  the  former, 

English  actors  had  visited  the  Continent  in  the  train  of 
English  bishops  as  early  as  14 17,  when  they  played  before 
the  dignitaries  assembled  at  the  Council  of  Constance ;  and 
thus  had  begun  a  connexion  between  the  stages  and  early 

'  From  T.  Heywood's  Hirmrcliy  of  Iht  Bltsstd  Angils,  quoted  in  the 
Introduction  to  his  Apology  fiir  Actors,  ShaJiesp,  Soc.  PubL  1841.  It  is  per- 
baps  worth  remarking  that  this  use  of  abbreviations  is  not  Hrassarily  to  be 
understood  as  implying  kind  feeling.  See  Chapman,  T/u  Gmiltman  Ushtr 
tiii-  1)  :  '  Nor  yet  call  mc  Lord, 

Nor  my  whole  name  Vincentio ;  but  Vince, 

As  they  adle  Jacke  or  Will,  'tis  now  in  use, 

'Twixt  men  of  no  equality  or  kindnesse.' — 
l-ah.aAp<dogy  (p.  43),  Heywood  pays  a  graceful  tribute  to  the  chief  actors 
whom  he  had  known  and  who  were  now  dead,  and  to  Edward  Alteyn 
wbo  still  survived.     He  adds  ■  wish   that  'such  as  are  condeamed  for 
their  licentiouanesse,  might  by  a  generail  consent  bee  quite  excluded  our 

*  AhU,  p.  930.  The  extempore  acting  of  French  and  Italian  players  is 
described,  evidently  from  personal  experience,  by  Uiddleton,  Tht  Spanish 
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dramatic  literatures  of  England  and  Germany  destined  to 
exercise  a  very  endurii^  influence.  In  the  reign  of 
Elisabeth,  it  became  customary  for  German  and  Dutch 
princes  to  visit  England  ;  and  the  English  stage  necessarily 
attracted  much  of  their  attention.  One  of  them — in  1596 — 
speaks  of  four  play-houses  in  London ;  the  tutor  of  another 
mentions  the  theatres  'without  the  city'  and  their  numerous 
audiences.  On  the  other  hand,  Germany  and  the  Nether- 
lands were  from  the  middle  of  the  same  century  visited  by 
English  musicians  and  other  entertainers  in  large  numbers ; 
and  it  is  certain  that  Leicester  took  with  him  a  company 
of  players'  when  in  15K5  he  went  over  to  the  Netherlands 
to  dazzle  their  inhabitants  by  his  magnificence,  and  to 
disgust  them  by  his  weakness.  In  i5ti6  five  Englishmen 
who  had  been  sent  by  Leicester  to  Kii^  Frederick  II 
of  Denmark  transferred  their  services  to  the  Court  of 
Christian  I,  Elector  of  Saxony ;  they  are  called  '  instru- 
mentalists,' but  there  were  actors  among  them^,  or  they 
were  all  actors  as  well  as  musicians.  Finally,  a  whole 
company  of  English  actors  crossed  the  seas  under  the 
leadership  of  Robert  Browne  in  1590,  and  after  visiting 
Holland,  Zealand,  and  Friesland,  repaired  to  Germany  to 
exercise  their  profession. 
We  have  evidence  that  English  players  visited  Cologne 

'  They  JDcluded,  beside*  Thomas  Pope  and  George  Btyon,  both  o(  whom 
were  afterwards  members  of  Lord  Strange's  company,  Robert  Person,  whom 
Hr,  T[ea.j(Hi3li>ryoftli*Stet£t,  p.83)daring1yconjecturestobavebeen  Robert 
Greene  (c£  antt,  pp.  38a,  note  3,  and  403,  note  a),  and  'jesting  Wille,"  who  is 
with  a  greater  degree  of  probability  supposed  to  have  been  the  celebrated 
actor  William  Kemp,  As  to  Kemp,  see  the  notice  by  Mr.  5.  Lee  in  voL  xu. 
of  Tlu  Dicfiimary  of  National  Biography  (1693),  with  CoUiera  revised 
account  of  him,  iii.  330  ttq^.,  where  he  shows  that  Kemp  was  the  original 
performer  of  the  parts  of  Dogtierry,  in  Muck  Ado  about  Not/ung,  and  of 
Peter  in  Rxmuo  and  Julitt.  His  celebrated  narrative  entitled  Kimf/s  Nint 
Daita  IVtrndtr;  furfimntd  in  a  Dannct/n»H  LonJoH  to  Norarich  (160a),  wa* 
reprinted  by  Dyce,  with  a  Mtmoir,  for  the  Camden  Society  in  1840.  In 
the  tract  of  Ah  Almond  for  a  Parrot,  Kemp  is  addressed  as  '  Vicegerent- 
generall  to  the  Giiost  of  Dicke  Tarlton,'  to  whose  popularity  alone  his  own 
stood  second. — A  very  remarkable  later  tribute  to  his  reputation  is  the 
introduction  of  him  with  Richard  Burbage  in  T/u  Ritvnu  from  Partitatia, 
where  these  two  actors  as  the  acknowledged  heads  of  their  profession  instruct 
the  University  students  in  their  art 

*  Thomas  Pope  and  George  Biyan  were  among  them. 
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in  1592,  and  reappeared  there  in  different  years  up  to 
i6iz^  English  comedians  are  also  found  in  the  last  years 
of  the  sixteenth,  or  the  early  part  of  the  seventeenth  century 
at  Frank fort-on- Maine  and  at  Cassel',  in  the  Austrian 
dominions',  at  Danzig  and  KOnigsbei^*,  as  well  as  in 
Denmark  and  Sweden  *.  But  the  most  noteworthy  scene  of 
their  performances  was  the  Court  of  the  accomplished  Duke 
Henry  Julius  of  Brunswick,  himself  a  dramatic  author  of 
repute*,  before  whom  they  played  between  the  years  1602- 
1617,  and  probably  earlier.  In  1617  Er^Hsh  comedians 
entered  the  service  of  the  Elector  of  Brandenburg^. 

These  facts,  established  on  abundant  and  indisputable 
evidence,  prove  the  existence,  already  in  the  period  here 

'  See  ■  series  of  uticlcs  on  EngHak  Flaytn  in  Cotognt,  published  by  Dr. 
L.  Encen  ia  the  Stadt-Anttigir  dir  XBinise/un  Ztilung  (cf.  T/u  AauUmy, 
February  33,  1878).  Cf.  A.  Cohn,  BtigliscJu  Kottioniianltn  in  Koibt,  in  Jahr- 
bueli,  Ac.,  vol.  ui  (1886). 

'  CtJaMrbuth,  ie.,  vol.  iviiL  (1883),  pp.  06870;  snd  SyttFs  Hittarittht 
ZtHadiriJI  (1884,  3.  Htjfj,  pp.  537-8. 

'  See  J.  Heissner,  Dii  EiigliscAtn  ComoidianliH  lur  Ztil  Skaheaptaria  rW 
OtsUmic/i  (Vienna,  1B84);  cf.  Jahrbudi,  vol.  iviii  (1883).  Heissner,  who 
found  few  Inces  of  English  comedians  at  Vienna,  and  none  at  Prague  before 
the  Thirty  Years'  War,  was  extremely  successful  in  his  researches  at  Grai. 
He  print!  in  an  Appendix  a  German  version  of  Tht  Mtrdianl  of  Vttiia, 
which  can  be  shown  to  have  been  performed  in  the  Styrian  capital  in  the 
lifetime  of  Shakspere  (1608). 

*  See  A.  Hagen  in  Jahtbuek,  ic.,  vol.  zv  <i8Bo),  pp.  395  atqq.,  referring 
for  the  documents  to  the  same  writer's  GtidiitJilt  tUs  ThtaUra  in  Pmtsstn. 

'  See  Thomas  Heywood's  Apology  for  Adora,  bk.  iL  (p.  40,  SAaitaptarw 
Sodil/i  edition)  ;  cf.  J.  Bolte,  Eitglia^  ComotdiaitltH  in  Damtmark  und 
SckwtdtH,  in  JaJirlmch,  Ac,  vol.  xxiii  (1S88]. 

*  The  Brunswick  exchequer  accounts  arc  missing  from  1590  to  i6ot  ;  the 
reigii  of  Henry  Julius  extended  from  1589  to  iSoi.— A  selection  of  his  plays 
was  edited  by  Julius  Tittmann  (or  his  and  Goedeke's  admirable  series 
(1S80) ;  cf.  an  essay  on  bis  plays  in  Hermann  Grimm's  FinftAn  Essays 
{Ntu4  Folg,),  1876. 

*  As  to  the  whole  of  this  notable  relation,  see  A.  Cohn,  SfuUitsptan  m 
Gtmttttiy  in  tin  SixUtHik  and  StvtnttoUk  CtKtuhts  (1865) ;  also  chap.  i.  of 
R.  Genu's  Gtsdudilt  4tr  Sliaiaptartsdiat  Dramm  in  Dtulickland  (Leipzig, 
1870);  K.  Elze's  Introduction  to  bis  edition  of  Chapman's  Alpkoraia 
(Leipzig,  1867)1  C.  H.  Herford,  u.s.,  p.  ai8.— Dr.  Herford's  studies  on  the 
relations  between  the  English  and  German  school-di*ma  will  be  noticed 
below. — Julius  Tittmann's  edition  of  a  select  number  of  Sehauspitli  dir 
EfgUsduH  KomotJiatUtH  m  DtHtachland  (1880)  is  full  of  litemy  interest ;  it 
is  baaed  on  an  edition  of  these  plays  published  in  i6ao,  and  republiahed  in 
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designated  as  that  of  Shakspere's  predecessors,  of  a  close 
intercourse  between  the  German  and  the  English  stage. 
This  intercourse  merely  exemplified  in  a  special  way  the 
intimate  connexion  which  the  political  as  well  as  the  literary 
results  of  the  Reformation  had  brought  about  between 
England  and  Protestant  Germany.  The  alliance  which 
Henry  VIII  had  shrunk  from  drawing  closely,  had  been  as 
a  matter  of  course  concluded  by  the  scholars ',  and  from  them 
had  communicated  itself  to  the  peoples.  The  Reformers  of 
Edward's  reign  and  the  refugees  of  Mary's  had  derived  much 
of  their  intellectual  nourishment  from  German  sources ;  who 
would  have  thought  that  the  poor  play-actors  were  to  begin 
the  repayment  of  the  debt '  ?  Yet  so  it  was  ;  for  although 
the  beginnings  of  a  new  German  dramatic  literature  were 
not  to  prove  an  endurii^  national  growth,  they  were  pro- 
ductive of  noteworthy  literary  fruits ;  and  after  the  days 
of  desolation  had  passed,  German  literature  was  to  draw 
strength  from  ours  in  the  very  sphere  where  Henry  Julius 
of  Brunswick  and  Jacob  Ayrer  had  joined  hands  with 
contemporary  English  dramatists. 

It  is  not,  however,  of  the  influence  of  the  English  drama 
upon  the  German  that  it  behoves  me  here  to  speak.  On 
the  other  hand,  the  counter-influence  of  German  writers  and 
German  subjects,  brought  home  with  them  by  the  English 
comedians,  or  set  in  motion  by  means  of  their  travels,  was 
not  inconsiderable.  We  have  seen  an  instance  of  it  in 
a  work  of  Marlowe's,  and  we  shall  have  to  return  to  the 
subject  in  connexion  with  Dekker's  Fortunatus  and  with 
other  Eiisabethan  plays  *.     Whatever  may  be  the  value  of 

■  The  While  Hoise  Ian  at  Cambridge,  where  in  the  third  decade  of  Uie 
sixteenth  century  (he  Reformers  held  their  meetings,  became  known  a3 
'Germany';  and  its  frequenters  were  called  'the  Germans.'  See  MuUingcr, 
Tkt  Univtnnly  o/Cambridgt,  L  (1893^  pp.  572-3. 

»  Of  Ralph  Raddif's  tragedy  of  Tin  Bunting  of  John  Hwss.vihicii  might 
be  regarded  as  directly  connecting  the  German  RcfDmiBtion  with  the  English 
drama,  we  neither  know  whether  it  was  ia  English  or  Latin,  nor  whether 
il  was  founded  on  the  German  tragedy  by  J.  Agricola.  Radclif  flourished 
under  Edward  VI,  and  is  mentioned  by  Bishop  Bole  in  hia  Scriptt.  lUtaU. 
Calal.    Cf.  £lze,  u.a.,  pp.  16-17. 

*  See,  generally,  chaps,  iv.  and  t.  of  Dr.  Herrord's  work,  already  re- 
peatedly cited. 
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the  evidence  in  the  case  of  particular  plays,  the  intercourse 
adverted  to  is  noticeable  as  connectii^  our  stage  and  our 
dramatic  literature  in  its  youthful  days  with  those  of 
a  nation  akin  to  our  own  not  only  in  blood  and  speech,  but 
in  the  spirit  of  its  moral  and  intellectual  development. 

At  the  close  of  the  period  treated  in  this  chapter,  TJttx- 
the  stage,  whose  fortunes  I  do  not  propose  further  to  pursue,  '^"f'  "^ 
was  becoming  a  fashionable  resort  of  the  young  nobility 
and  their  associates,  and  more  especially  of  those  whose 
amusements  were  coloured  by  literary  tastes  and  tendencies. 
No  great  significance  need,  perhaps,  be  attached  to  the 
circumstance  that  a  high-sounding  name  or  two  are  to  be 
found  in  the  lists  of  personages  credited  with  occasional 
contributions  to  our  dramatic  literature '.  But  the  com- 
position of  its  audience,  which  rarely  fails  to  affect  the 
critical  reception  of  a  play,  usually  exercises  an  anticipatory 
influence  upon  its  character.  In  this  age  criticism,  which 
in  the  next  was  in  its  cruder  forms  so  deeply  to  vex  a  writer 
who  like  Ben  Jonson  knew  his  purpose — and  others  who 
may  not  have  been  equally  sure  of  theirs — had  not  yet 
passed  out  of  its  infancy ;  but  some  tonic  force  must  have 
been  derived  both  from  the  opinion  of  the  more  aristocratic 
spectators,  as  they  sat  upon  the  stage  attended  by  pages 
with  tobacco  and  pipes',  and  even  from  the  'grounded 
judgment  and  grounded  capacities '  of  the  much-abused 
occupants  of  the  roofless  and  rush-strewn  pit  To  describe 
the  externals  of  the  Elisabethan  stage  is  no  part  of  my 
task ;  and  it  must  suffice  to  note  only  one  or  two  circum- 
stances directly  bearing  upon  the  composition  of  the  plays 
exhibited  upon  it  In  the  first  place,  the  construction  and 
decorations  of  the  theatre  were  of  so  extreme  a  simplicity 
that  constant '  change  of  scene '  neither  required  any  effort 
on  the  part  of  the  manager,  nor  interfered  with  the  enjoy- 
ment of  the  spectators'.'     It  was  effected  by  drawing  up 

'  The  Earl  of  Oxford  (1569-1604)  wrote  plays  for  his  men,  and  is  pnised 
by  Herea  •*  one  of  '  the  best  for  Comedy  amongst  us.'    (Fleay,  History  of 
tht  Sbtgt,  p.  159.)     I  canDOt  lay  my  hand  upon  a  limilar  tradition  a>  to  Lord 
Strange  (Earl  of  Derby,  1593-4). 
. '  Cf.  Collier,  iii.  157. 
■  Cf.  as  to  the  ;arly  methods  of  indicatiug  locality  and  <  change  of  scene,' 
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and  down  the  curtain,  which  covered  the  inner  portion  of 
the  stage  only.  In  front,  it  was  requisite  that  all  persons, 
whether  dead  or  alive,  should  be  off  the  scene  before  it  could 
be  supposed  to  change ;  again,  no  character  could  be  '  dis- 
covered '  on  it  in  the  middle  of  an  act.  Hence  the  dramatists 
found  it  necessary,  to  a  d^ree  hardly  appreciable  by  writers 
for  the  stage  of  later  days,  to  make  each  situation  complete 
in  itself  from  be^nning  to  end.  On  the  other  hand,  the 
frequent  nominal  chaise  of  scene  constituted  no  such 
irritating  perpetual  interruption  to  the  progress  of  the  action, 
as  it  would  seem  if  imposed  upon  a  modern  audience '. 

The  im^inative  powers  of  the  spectators,  consistently 
kept  on  the  stretch,  were  thus  enfeebled  by  no  adventitious 
aids  worth  mentioning.  In  the  second  place,  as  plays  were 
acted  in  the  afternoon,  the  performance  had  to  be  com- 
pressed into  a  short  space  of  time  ;  Shakspere  speaks  of  the 
'two  hours'  traffic  of  our  stage*,'  but  probably  a  rather 
more  liberal  measure  of  time  may  have  been  ordinarily 

R.  Koppel,  Semoi-EatOmluKgtn  mid  OrU-AngabtH  in  d*H  S/iaitspiar^ic/itit 
Dratmn  in  JaMriuch,  <tr.,  vol.  ii.  (1B74].  See  also  the  reference  to  Haslc 
wood's  notes  on  the  subject  in  the  PubUcaHom  of  tJu  Roxiurg/u  Sodtly,  in 
the  Journal  of  Sir  iVaittr  Scott  (1890),  pp.  39-40. 
'  Cf.  FrcTtag,  DU  Ttchiiik  dta  Dramas,  pp.  157  st^. 
*  In  the  Prologue  to  Ronuo  and  Julitl.  In  Davies'  sonnet  In  Fuicum 
(Ellis's  Sptdmtns,  ii.  37)  the  man  of  bshion 

'  first  doth  rise  at  ten,  and  at  eleven 
He  goes  to  GiU's  where  be  doth  cat  tiU  one, 
Then  sees  a  play  tilt  ax  and  sups  at  seven ; 
And  after  supper  straight  to  bed  is  gone, 
And  there  till  ten  next  day  he  doth  remain. 
And  then  he  dines  and  sees  a  comedy, 
And  Ihcn  he  sups  and  goes  to  bed  again. 
Thus  runs  he  round  without  variety' — 
but  also,  doubtless,  at  so  leisurely  a  pace  that  the  timing  of  his  '  movements ' 
neexl  not  be  taken  quite  literally.  ~  Collier,  iii.    i8a,  concludes  that  three 
o'clock  was  the  usual  hour  Tor  the  commencement  of  a  performance.     It 
seems  to  have  been  unusual  to  perform  more  than  one  play  in  a  single  after- 
noon; but  occaaioualiy  the  entertainment  appears  to  have  been  prolonged 
by  a  jig—^  term  defined  by  C.  W.  Dilke  {CoKHnuatioH  of  Dodair^,  6  vols. 
1816,  vi.  396),  as  signifying  'a  dramatic  performance  in  rime,  every  part  of 
which  was  3UHg  by  the  performers,  and  one  which  was  frequently  exhibited 
on  the  stage  as  an  Afterpiece,  as  Farces  are  at  present.'    Cf.  antt,  p.  454,  hoU, 
as  toTarlton'sy^f  of  a  horat  toatit  offoolta. — It  seems  to  have  been  only  on 
private  stages  that  performances  were  by  candle,  or  torch-light ;  the  public 
theatres  lay  open  to  the  weather.    (Collier,  iii.  141.) 
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allowed-  The  £act  that  plays  were  performed  at  these  hours  TAt 
of  the  day  is  likewise  significant  as  indicating  the  usual  '^'^"' 
compo^tion  of  a  theatrical  audience  ;  for  the  busy  citizens 
could  hardly  have  made  a  practice  of  deserting  their  shops, 
even  if  they  could  have  waived  their  principles.  Thus  the 
regular  frequenters  of  the  theatre  could  not  but  chiefly 
belong  to  the  idler  sections  of  the  population  ^,  The  prices 
of  admission  too  seem  to  have  been  well  adapted  to  the 
needs  of  'habitual'  playgoers'.  Finally,  no  respectable 
woman  might  appear  at  a  playhouse  except  with  her  face 
concealed  under  a  mask, — a  circumstance  which,  were  it 
not  for  later  experience,  would  help  to  account  in  return 
for  the  license  that  pervades  so  lat^  a  proportion  of 
the  Elisabethan  drama.  Nor  will  it  be  forgotten  that 
women's  parts  were  invariably  acted  by  boys.  This 
practice  which,  strange  as  it  may  seem  to  us,  was  in 
intention  at  least  owing  to  a  sense  of  propriety,  implied 
at  the  same  time  a  further  demand  upon  the  vigour  of  the 
imagination  of  the  spectators  ^. 

But  these  details,  and  others  of  the  same  kind*,  must  be 
left  to  the  historians  of  the  stage.  I  have  only  borrowed 
from  them  what  seemed  necessary  in  order  to  illustrate  the 
conditions  under  which  the  predecessors  of  Shakspere,  and  at 
the  beginning  of  his  professional  career  Shakspere  himself, 
worked.  It  remains  to  attempt  in  conclusion  to  draw  the  sum 
of  the  literary  achievements  as  dramatists  of  the  writers  dis- 
cussed in  this  chapter.  For  the  purposes  of  literary  criticism 
the  consideration  of  external  conditions  and  circumstances 
of  authorship  is  only  of  importance  in  so  far  as  it  helps  to  clear 

*  See  A.  iii.  aia  a*qq..  On  Audittttts  al  Tiealm.  la  private  theatres  plajrs 
were  usually  performed  by  candle-light,  which  w«  out  of  the  question  in 
public  theatres,  inasmuch  as  the  latter  lay  partly  open  ta  the  weatfaer. 
lb.  pp.  140- 1. 

■  See  ib.  iii.  146  uqq.,  Pria  of  Admasion  to  T/italns. 

'  Freytag,  u.  3.,  p.  159.  In  the  Induction  to  Tit  Downfall  0/  RobrrI,  Earl 
0/ HttnlingloH,  when  the  'boys'  come  Torward  among  the  players,  Skelton 
excloimB!  'What!  our  moid  Marian,  leaping  tike  a  ladt' 
Julia's  pret^  pretence  of  having  been  made  '  to  play  the  woman's  put'  in 
the  '  pageants  of  delight '  at  Pentecost  will  be  remembered  (  Tno  GtntUmtn 
ofVtrona.  act  iv.  «c.  4). 

'  See  Collier's  section,  Profitrtus,  Appard,  and  FuntilHtw,  tii.  158  at^. 
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the  ground.  Only  in  what  holds  its  place  after  this  process 
has  been  completed  may  we  find  the  creations,  not  of  time 
and  place,  but  of  original  genius, — the  true  parent  of  what 
is  immortal  in  the  works  of  literary  and  all  other  art 

Tkt  By  no   means    the  whole  of  the  dramatic  works   of 

"J^^^  Shakspere's  predecessors  will  bear  a  scrutiny  of  this  descrip- 
nnrW  la  tion.  Lyty,  unless  a  charming  lyrical  gift  be  taken  into 
in^Kw^*  account,  has  been  aptly  described  as  'a  bel  esprit,  but  no 
so's-  poet '.'     Wit  and  ingenuity  he  possessed  in  abundance  ;  of 

^Xv.  learning  he  had  acquired  a  fair  share ;  but  even  the  most 

characteristic  features  of  the  mannerism  which  made  his 
prose-romance  fashionable  and  which  he  could  not  bring 
himself  to  exclude  from  the  dialogue  of  his  dramas,  were  due 
to  an  invention  not  his  own.  The  dexterity  with  which  he 
trod  the  'lavoltas  high  and  swift  corantos'  of  his  peculiar 
style  excited  the  admiration  of  his  age  and  provoked 
imitative  efforts  on  the  part  of  some  of  his  contemporaries, 
but  his  services  to  the  national  drama,  as  a  branch  of  poetic 
literature,  were  limited  to  the  domestication  of  prose-dial<^[ue 
on  the  stage.  He  has  no  claim  to  be  regarded  as  occupying 
such  a  position  towards  the  great  Elisabethan  dramatists, 
as  e.g.  Wieland  (to  whose  literary  endowment  his  own  bears 
a  certain  resemblance)  holds  towards  the  great  classics  of 
modern  German  poetic  literature.  In  his  treatment  of  his 
dramatic  themes  his  innate  love  of  artificiality,  coupled  with 
considerations  foreign  to  artistic  purpose,  led  him  into  an 
aberration  from  the  true  principles  of  dramatic  composition. 
He  ciphered  personal  allegories  with  so  consummate  a  skill 
on  the  background  of  classical  or  pseudo-classical  mytholt^y, 
that  a  supreme  enjoyment  of  his  plays  must  be  reserved 
for  the  detectives  of  literary  criticism.  Where  their  learning 
has  succeeded  in  finding  something  like  a  key,  there  are  no 
secrets  of  genius  for  it  to  unlock.  In  this  direction  Lyly 
doubtless  taught  something  to  the  masque-writers  of  his  own 

>  See  Ulrici,  Skairsfiian's  DraituHic  Art  (English  TranslBtion),  p.  36. 
Exception  may,  however,  be  taken  to  the  antithetical  oracle  which  fotlows, 
'that  while  Tieck  is  right  in  maintaining  that  the  commentator?  of  Sbak- 
speare  have  much  to  learn  from  Lyly,  the  asaertion  of  Schlegel  a  equally 
true,  that  Shakipeare  himself  con  hkve  leanted  little  or  nothing  from  him.' 
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age  as  well  as  of  subsequent  generations ;  but  nothing  that 
realty  profited  it  to  the  legitimate  drama.  His  influence 
is  traceable  in  most  of  his  contemporaries,  and  even  in 
Shakspere  himself ;  but,  with  the  exception  noted  above,  it 
affected  only  transitory  elements  in  their  creations.  Happily, 
the  conditions  of  the  poetic  art  are  such  that  influences  of 
this  kind  vanish  from  sight,  as  our  attention  fixes  itself 
upon  more  vital  and  more  significant  characteristics. 

It  was  not  by  exaggerating  in  the  direction  of  artificiality  EnglM 
the  traditions  of  our  earlier  drama  that  the  predecessors  t^l^^ 
of  Shakspere  began  to  make  the  dramatic  branch  of  our  irM*  "•"* 
literature  the  greatest  glory  of  its  growth.  They  found 
a  drama  which,  even  where  p(q)ular  sources  had  contributed 
to  its  origin,  was  artificial  by  reason  of  its  imitation  of 
a  limited  class  of  models,  and  which  at  the  same  time 
was  still  crude  and  inadequate  in  its  form.  Tragedy 
had  in  choice  of  subjects  and  in  method  of  construction 
attadied  itself  to  the  footsteps  of  Seneca  and  his  Italian 
followers;  it  was  essentially  epical  in  its  treatment,  the 
lyrical  elements  remaining  organically  unconnected  with 
the  epical ;  it  occupied  itself,  so  to  speak,  with  the  state- 
ment of  an  action  rather  than  with  its  development  out  of 
the  characters  of  the  agents.  Such  was  the  essential  nature 
of  most  of  the  tragedies  described  in  my  second  chapter, 
from  Gorboduc  to  Tancred  and  Gismtmd,  from  Promos  and 
Cassandra  to  The  Misfortunes  of  Arthur.  The  hopeful 
b^nnings  of  the  historical  drama  on  national  subjects,  the 
Chronicle  Histories,  or  as  they  were  frequently  called, 
the  True  Tragedies'^,  had  from  tiie  nature  of  the  case  even 
more  distinctly  exhibited  the  same  characteristics.  On 
the  other  hand,  their  comparative  warmth  and  energy 
of  manner  had  given  them  an  advantage  over  plays 
dissociated  in  subject  from  the  national  consciousness, 
and  moving  in  the  less  congenial  spheres  of  Classical 
history  and  legend,  or  of  foreign  romance.  Comedy  was 
still  hovering  between  the  imitation  of  a  late  Classical 
type,  the  reproduction  of  '  Italian  devises,'  the  use  of  the 
old  mythol<^cal  and  revived  pastoral  machinery,  and  the 
'  Ct  Fleay,  Hislory  o/tht  Stage,  p.  75. 
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irrepressible  desire  to  introduce,  with  the  incidental  ease 
wfhich  comedy  hardly  ever  fails  to  permit,  types  of  existing 
manners  and  of  the  enduring  varieties  of  human  character. 
Where  tragedy  and  comedy  had  been  combined,  thetr  union 
had  been  of  a  perfunctory  nature ;  the  comic  scenes  in- 
troduced into  -the  Chronicle  Histories  and  cognate  plays 
were  manifestly  foisted  in  to  gratify  inferior  tastes ;  and 
tragicomedy,  or  {as  Daniel  writes  it)  '  tragic  comedy,"  was 
an  avowed  hybrid,  struggling  through  the  mischances  which 
are  apt  at  times  to  interrupt  the  orderly  evolution  of  species, 
Thtirpn-  Xhe  genius  of  the  predecessors  of  Shakspere  threw  itself 
hemit  with  more  especial  ardour  upon  the  advancement  of  the 

tragtitf.  tragic  stage.  The  greatness  of  the  times  made  such 
a  preference  imperative  in  poetic  capacities  of  eminent  power. 
As  the  genius  of  j&chylus  was  in  sympathy  with  the  mighty 
movement  of  the  great  Persian  wars,  so  Marlowe  and  his 
fellows,  but  Marlowe  pre-eminently,  claimed  for  tragedy  the 
full  grandeur. of  heroic  themes.  Avast  canvas  seemedneeded 
for  such  purposes;  and  it  was  spread  with  no  faltering  impulse 
by  the  authors  of  Tamburlaine  and  The  Spanish  Tragedy, 
of  The  Battle  of  AUazar  and  The  Wounds  of  Civil  War. 
Nor  could  subjects  of  national  history  fail  to  commend 
themselves  to  a  constantly  increasing  sympathy  and  to  be 
treated  with  a  new  vigour  and  impetus ;  in  the  hands  of  the 
author  of  Edward  II,  at  all  events,  the  Chronicle  History 
made  a  mighty  stride  in  advance  towards  historical  tragedy; 
and  as  to  the  early  Histories  ascribed  to  Shakspere,  the  world 
is  still  in  doubt  whether  they  were  written  by  him  or  by 
his  'predecessors.'  However  this  may  be,  in  the  national 
historical  drama  of  the  English  stage  there  is  no  gulf,  there 
is  hardly  a  gap,  to  interrupt  its  onward  course.  In  this 
branch  of  their  endeavours,  the  group  of  writers  under 
discussion  were  fully  adequate  to  the  progressive  demands 
of  their  literary  task. 
Samituss  But  to  return.  The  choice  of  great  themes,  of  which 
tioHof'^  Ja»«^r/ai'«ff  set  the  example,  in  the  first  instance  rather 
itagie  favoured  than  discouraged  an  epical  manner  of  treatment, 

'  ni"i        which  the  dramatic  reproduction  of  the  Chronicles  seemed  to 
make  absolutely  indis^ieosable.  The  contemplation  of  actions 
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mighty  in  their  dimensions  and  marvellous  in  their  results 
oveipowered  reflexion  on  their  causes,  and  hindered  a  patient 
unfolding  of  events  as  the  exemplification  of  moral  laws. 
To  will  and  to  achieve  seemed  the  sum  of  heroic  action; 
to  undertake  and  to  fail  the  full  significance  of  a  tragic 
catastrophe.  Marlowe's  iiery  genius  inspired  in  him  a  poetic 
sympathy  with  passionate  resolve,  with  victorious  achieve- 
ment, with  fatal  failure.  Life  in  its  historic  aspect  seemed 
a  stru^le  of  man  against  fate, — it  might  be  said,  against 
the  conditions  of  human  life  itself.  In  a  less  impassioned 
degree,  the  view  which  the  other  dramatists — Kyd  e.g.  and 
Peele — took  of  the  tragic  conflict  between  heroism  and  cir- 
cumstance is  of  the  same  kind. 

Herein  they  saw  but  half^and  only  the  smaller  half — of  ?*«> 
the  s^nificance  of  true  tragic  effect  They  knew  how  to  „ag^  ,>, 
mark  with  drastic  force  the  great  conditions  of  the  conflict,  lrtattnt«i. 
how  to  express  with  overpowering  energy  the  terror  of  the 
catastrophe.  Hence  the  aberration,  of  which  it  is  quite 
needless  to  cite  instances,  towards  the  horrible  as  a  source  of 
effect  Marlowe's  want  of  humour  made  him  a  prominent 
offender  in  this  direction^ ;  Greene  was  of  course  anxious  to 
outvie  him  wherever  exa^eration  was  possible;  and  Kyd 
succeeded  in  establishing  for  himself  a  renown  for  efforts 
of  the  same  kind  which  will  endure  with  the  history  of 
our  stage.  But  none  of  the  dramatists  of  this  period  had 
learnt  two  of  the  great  lessons  taught  by  the  highest  ex- 
amples of  the  tragic  art.  They  had  not  learnt  that  '  vehe- 
ment passion  does  not  sufBce  to  render  a  poetic  character 
dramatic^;'  or  again,  that  in  the  relation  of  the  causation  of 
a  tragic  conflict  to  its  solution  lies  the  really  purifyii^  force 
of  its  presentment 

Their  failure  in  the  former  of  these  respects  was  the  result 

'  HcDce  Tamburtamt  is  not  unbirly  treated  by  Hall  in  his  well-linown 
Safirt  (L  3)  aa  the  type  of  conteroporacy  tragedy,  with  its  '  huff-cap  terms 
and  thundering  threats;'  Melpomene's  lament  in  Tht  Ttarts  of  Ihi  Mttsta 
aeems  to  have  the  aame  meaning: 

'  Bjt  none  more  tiagick  matter  I  can  finde 
Than  this,  of  men  bereft  of  sense  and  minde.' 
'  I  venture  thus  to  apply  the  fine  criticism  of  Guatav  Frejtag;  on  Lessing ; 
1.  J.,  p.  393. 
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of  sn  artistic  shortcoming.  Their  obtusencss  to  the  second 
of  these  truths  sprang  from  a  moral,  which  was  at  the 
same  time  an  a.rtistic,  imperfection.  The  art  of  dramatic 
characterisation,  in  which  Ues  the  chief  and  crowning  great- 
ness of  Sbakspere,  was  not  inherited  by  him  from  his 
predecessors,  though  in  some  of  them — notably  in  Marlowe, 
but  also  in  some  measure  in  Greene  and  Peele — traces  are 
to  be  found  of  its  gradual  beginnings.  The  conflict,  not 
between  man's  power  and  his  will,  but  between  his  nature  and 
his  will,  is  the  real  subject  of  the  nc^lest  dramatic  art. 
Marlowe's  Faustus  perishes  because  he  attempts  more  than 
it  is  allowed  to  human  skill  to  attempt;  Hamlet,  because 
his  will  imposes  on  him  a  task  to  which  his  nature 
is  unequal.  What  Marlowe  only  vj^ely  felt, — that  his 
hero  was  the  author  of  his  own  catastrophe, — Shak^ere 
clearly  perceived  and  distinctly  expressed.  A  close  study  of 
character  is  the  indispensable  preliminary  of  its  successful 
depiction  as  a  dramatic  reality.  Marlowe  is  too  impatient 
to  allow  the  action  of  his  play  to  develope  itself  as  3  l<^cal 
result  out  of  the  nature  of  the  characters  taking  part  in  it. 
Sometimes,  as  in  the  Jew  of  Malta,  be  begins  with  a  powerful 
endeavour,  which  the  progress  of  the  action  fails  to  sustain  ; 
sometimes,  as  in  the  Massacre,  he  eschews  all  efforts  in 
this  direction  altogether.  Among  the  other  contemporary 
dramatists,  Greene,  though  his  hand  is  lighter,  yet  shows 
a  surer  touch.  The  natural  bent  of  his  genius,  and  the 
kind  of  training  which  so  discursive  a  literary  life  as  his 
had  bestowed  upon  it,  iavoured  anything  rather  than 
concentrated  effort ;  but  his  powers  of  observation  had  been 
quickened  by  varied  experience,  and  in  his  plays  and 
in  other  of  his  works,  as  well  as  in  those  of  certain  other 
contemporary  writers  inferior  to  him  in  literary  ability, 
the  elements  of  real  dramatic  characterisation  are  distinctly 
perceptible. 

The  second  chief  defect  observable  in  these  dramatists 
I  have  not  scrupled  to  designate  as  primarily  a  moral 
shortcoming.  Yet  who  can  be  blind  to  the  truth  that  in 
literature— as  in  the  plastic  and  the  pictorial  arts,  and  even 
in  music — ethical  laws  cannot   be   ignored   if  a   complete 
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canon  of  aesthetics  is  to  be  followed?  Far  from  uncon- 
scious of  the  &ct  that  a  sequence  of  moral  cause  and 
effect  constitutes  the  most  powerful  kind  of  dramatic  action 
— as  Edward  II,  David  and  Bethsabe,  and  other  examples 
prove, — these  writers  had  not  brought  home  to  themselves, 
and  could  not  therefore  bring  home  to  their  audiences, 
the  true  relation  between  fate  and  human  responsibility. 
Revenge,  e.g.,  which  was  not  only  so  to  speak  the  label  of 
a  whole  series  of  our  early  tragedies,  but  which  actually 
constitutes  the  main  dramatic  motive  in  a  large  proportion 
of  their  number,  is  habitually  treated  as  an  inevitable  law, 
as  a  necessity  of  fate  ^  Herein  ancient  classical  tragedy  might 
seem  to  have  furnished  a  misleading  precedent ;  but  Attic  art, 
unlike  that  of  Marlowe  and  his  fellows,  was  able  to  harmonise 
the  working  of  fete  with  the  providence  of  the  gods.  For 
the  Greeks  never  abandoned  the  basis  of  a  continuous  body 
of  religious  legend  ;  and  even  within  the  bounds  of  a  single 
tril<^y  (as  in  the  Oedipodean  of  Sophocles,  or  the  conjectured 
Promethean  of  Aeschylus)  their  great  masters  were  able  to 
make  it  clear  that  the  tragic  consummation  is  not  fear  but 
hope.  Victory  is  thegoddessappcaledtoat  the  close  of  more 
than  one  Greek  tragedy;  and  none  of  its  extant  master- 
pieces preaches  the  dull,  dead  fallacy  tA  the  irresistible 
power  of  circumstance. 

But,  apart  from  the  question  of  such  precedents,  a  tragedy 
which  is  complete  in  itself  can  at  all  times  indicate  the 
solution  of  its  conflict,  so  long  as  it  allows  no  doubt  to  remain 
as  to  its  true  causation.  The  solution  lies  in  the  eternal 
justice  of  the  great  moral  laws,  vindicated  by  the  sufferii^s 
which  their  violation  entails  and  which  call  forth  pity  and 
terror  in  the  beholder.  Who  can  fail  to  rec(^nise  this  solution 
in  Richard  III,  in  Coriolaaus,  in  any  of  Shak^ere's  mature 
tragedies ;  who  but  will  seek  it  in  vain  in  most  of  the  works 
of  his  predecessors  ? 

I  have  spoken  of  some  of  the  main  defects  of  these  Sumitwry 
dramatists  as  tragedians ;  but  not,  I  trust,  in  any  spirit  of  ^^^ 
depreciation  or  of  futile  caviL    The  advance  was,  taken  as  aefumd 
a  whole,  enormous  which  they  had  made,  in  choosing  great  *"  '"W^- 
'  Cf.  00  this  head  Gernnni,  SktdMaftart,  vol.  L  p.  91. 

lis 
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subjects  for  tr^c  treatment, — in  sustaining  and  developing 
the  dramatic  reproduction  of  important  historical  themes, 
more  particularly  such  as  were  consecrated  by  national 
tradition, — in  claiming  for  passion  its  right  of  adequate 
expression, —  in  essaying,  however  tentatively,  the  art  of 
dramatic  characterisation.  If  we  are  justified,  as  later  dra- 
matists seem  to  have  instinctively  felt  themselves  justified ', 
in  regarding  the  age  of  Shakspere's  predecessors  as  dis- 
tinct from  that  of  Shakspere  himself,  we  shall  not,  I  think, 
regard  the  former  as  one  of  mere  crude  effort,  while 
rec<^nising  the  latter  as  one  of  perfect  consummation. 
Historical  parallels  are  always  dangerous ;  and  a  comparison 
between  Marlowe  and  Peele  on  the  one  hand,  and  Klii^er 
and  Lenz  on  the  other,  in  their  respective  relations  to 
Shakspere  and  to  Goethe,  would  be  delusive  in  spite  of  its 
speciousness.  The  young  men  of  the  Sturm  uttd  Drat^ 
lacked  what  Marlowe  and  his  fellows  possessed  in  manifest 
abundance — creative  genius. 
Comttfy.  In  comedy  the  advance  had  been  less  decisive ;  and  in  no 

branch  of  the  drama  is  Shakspere's  originality  more  marked 
than  in  the  new  spirit  which  he  infused  into  the  English 
comic  drama,  amidst  difficulties  to  which  his  efforts  seem  to 
have  temporarily  succumbed.      Lyly  had  done   much   to 
facilitate  freedom  of  form,  and  something  (even  though  in 
a  mistaken  direction)  to  widen  the  range  of  subjects;  the 
combination,  in  such  writers  as  Greene,  Lodge,  and  Nasbe, 
of  novelistic  and  pamphleteering  with  dramatic  productivity, 
had  enlarged  the  scope  of  our  comic  drama  to  an  extent  that 
will  perhaps  excuse  the  relative   length  at  which  I  have 
dwelt  upon  the  non-dramatic  productions  of  these  writers. 
DaHgtrsof  Vet  a  superabundance  of  wit  and  a  keen  interest  in  the  more 
Sa««  'of      °^  '^^  transitory  '  problems '  of  the  times,  serviceable  as  it 
witty  £a-     is  at  all  times  to  the  essayist,  and  even  to  the  novelist  of 
"■?"'■  certain  kinds,  is  a  danger  and  a  snare  to  such  writers  when 

they  essay  the  drama.     Unless  the  wit  and  the  satirical 

'  So  Tbos.  HcTwood  speaks  of  Huiowe  aa  '  tbe  best  of  poeti  iti  Ikat  agt,' 
Memirg,  as  the  late  Hr.  Collier  (Jfonotrs  o/E.  AU^tt,  p.  lo)  pointed  out,  to 
implj  a  diatinction  between  it  and  the  age  of  Shakspere,  whom  be  can 
bardly  have  intended  to  nuik  bencHlb  Marlowe. 
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purpose  of  the  author  are  subordinated  to  his  dramatic 
intention,  his  comic  characterisation,  in  which  lies  the  real 
secret  of  supreme  comic  effect,  will  suffer  for  the  sake  of 
mere  brilliancy,  or  at  least  scintillation,  of  dialogue.  A 
peculiar  danger  in  this  respect  beset  our  earlier  dramatists  ntdowns. 
in  consequence  of  the  usage  allowing  full  license  of  comic 
extravagance  to  the  clown,  whose  ambition  it  was  to  say 
very  much  more  than  was  set  down  for  him,  Tarlton 
and  Kemp  were  not  '  hampered,'  as  a  modern  comic  actor 
has  humorously  phrased  it,  by  a  prohibition  against  adding 
anything  of  their  own  '• 

The  way  out  of  the  difficulty  lay  in  the  construction  of  Btguimtigs 
effective  plots,  for  which  a  full  storehouse  was  prepared  in  ^C!^""'* 
the  popular  traditions  preserved  in  national  ballads,  and  in 
the  growing  literature  of  translated   foreign    fiction,  or  of 
native   imitations  of  it.     In  the   former,  Greene  at   least 
found  materials  for  comic  dramatic  writing  (rf  the  highSt 
promise ;   Peele  came  perhaps  nearest  to  him,  nor  should 
Munday's  endeavours  be  overlooked.   The  aberration  of  the  iafitnio/ 
comic  stage  at  the  close  of  this  period,  towards  an  active  ' 
participation   in   political    and    religious   controversy,    has 
probably   been    exaggerated    in    its   significance ;    but    it 
marked  a  danger  to  which  comedy  is  at  all  times  peculiarly 
exposed. 

To  one  further  point  it  seems  necessary  to  advert  in  con-  Slant  vttse 
elusion.  In  no  respect  had  a  greater  advance  been  made  "^f""- 
by  Shakspere's  predecessors  than  in  that  of  the  outward 
form  of  dramatic  composition, — in  diction  and  versification. 
Here  again  the  most  effective  impulse  had  been  given  by 
Marlowe,  when  by  his  Tamburlaine  he  established  blank 
verse  as  our  English  dramatic  metre.  Not  long  before — in 
his  translation  of  Ariosto's  Suppositi — Gascoigne  had  given 

*  Hall  in  the  Satin  Klready  cited  dwells  with  special  anger  on  the  antics 
of  the  down,  who  '  comes  leaping  in,'  and 

<  laughs,  and  grins,  and  frames  bis  mimic  lace. 
And  justles  straight  into  the  prince's  place.' — 
See   a   curious   paper   by   Dr.   B.   Nicholson  in  Nm  SMaptrt  Sodtty's 
Tranaactiorta  (1880)  as  to  the  personal  relations  of  Tarlton  and  Kemp  to  the 
play  of  Hamlil,  which  philosophises  so  dedsivdy  on  the  fool's  place  in 
the  drama.    As  to  the  'jigs,'  cC  aiitt,  p.  476,  tioU  a. 
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the  first  example  of  the  use  of  prose  in  comedy',  and  Lyly 
had  by  a  series  of  works  given  permanency  to  the  use 
in  question.  The  two  innovations  taken  together  supplied 
the  adequate  formal  materials  for  Shakapere's  art.  So  long 
as  rimed  couplets  (varied  by  artificial  stanza-forms)  and 
a  monotonously  inflexible  kind  of  blank-verse  were  the 
only  alternatives,  true  life  was  impossible  to  dramatic 
diction.  Marlowe's  original  tendency  was  to  let  each  line 
stand  by  itself,  marking  off  the  sense  with  the  metre ;  and 
it  was  for  this  reason  that  he  foiled  his  lines  with  so 
redundant  a  vigour  of  expression.  But  this  could  only  be 
a  transitional  phase  of  blank  verse,  and  varied  even  in  Mar- 
lowe's own  practice.  As  to  the  management  of  the  metre, 
Shakspere  surpassed  his  predecessors  in  freedom  ;  but  this 
was  now  merely  a  question  of  d^ree ;  the  process  itself  had 
been  indicated  to  him  by  the  greatest  of  his  predecessors. 
Nor  was  the  free  use  of  prose  in  comic  passages  less  favour- 
able to  the  emancipation  of  the  English  drama  from  the 
trammels  of  tradition.  Lyly  who  used  prose  in  all — or  nearly 
all — his  plays,  although  he  tortured  his  diction,  like  a  rider 
twisting  his  horse  when  anxious  to  appear  at  his  best,  did 
good  service  by  establishing  the  right  of '  unbound  speech ' 
to  be  free  of  the  stage.  The  great  masters  of  dramatic 
comic  dialc^e,  Shakspere  and  Ben  Jonson,  knew  how  to 
profit  by  the  inheritance, 
Shatsptn's  The  conclusion  of  which  these  brief  remarks  may  help 
'd^^^wof  *°  illustrate  the  grounds,  will,  I  think,  be  regarded  as 
highin^-  sufficiently  established.  The  Klisabethan  drama  before 
Shakspere  shares  with  his  earliest  works  many  characteristics, 
and  some  of  them  it  shares  with  the  masterpieces  of  his 
genius.  No  promise  was  ever  followed  by  so  marvellous 
a  consummation ;  but  neither  has  any  other  master  of  his 
art  ever  had  predecessors  so  worthy  of  him.  The  mighty 
figures  of  Marlowe  and  his  fellows — whether  we  call  them 
by  the  title  which  has  here  been  assigned  by  them,  or 
whether  we  reverence  them  in  their  own  right — occupy 
pedestals  from  which  they  will  never  be  deposed  in  the 
House  of  Fame, 

>  G«rvitius,  Shaii^tar*,  i.  gS. 
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We  speak  of  a  Homeric  Age,  thereby  intending  to  indi-  stiatiptn 
cate  very  much  more  than  merely  the  age  in  which  the  J^^^ 
Homeric  poems  were  produced,  or  the  age  to  which  their  Am  o/a 
narrative  and  descriptions  relate.     By  the  Homeric  Age  of  Aw**«A"- 
Greece  we  mean  an  entire  period  in  the  history  of  country 
and  people ;  Homer  is  to  us  the  representative  and  the 
mirror  of  this  period,  as  fully  and  thoroughly  as  Pericles  is 
of  another. 

No  such  tribute  has  ever  been  paid  by  the  most  enthu- 
siastic of  his  worshippers  to  the  memory  of  Shakspere. 
A  sound  national  instinct  has  preferred  to  designate  the 
era  of  our  literary  as  of  our  general  history,  on  which  his 
name  sheds  a  brighter  light  than  is  reflected  from  that  of 
any  of  his  contemporaries,  by  an  epithet  comprehensive  in 
its  very  vagueness  and  opportune  in  spite  of  its  inaccuracy. 
In  speaking  of  the  Elisabethan  Age,  we  think  of  a  period 
of  our  national  life  animated  by  tendencies  common  to  all 
its  noteworthy  forms  of  expression,  and  thus  forming  a 
whole  by  itself,  though  not  in  consequence  cut  otf  from 
connexion  with  its  predecessors  and  its  successors.  Shak- 
spere is  not  the  microcosm  of  his  ^e, — for  this  he  was 
in  a  sense  too  great,  and  in  another  sense  imperfectly 
qualified.  On  the  one  hand,  a  genius  such  as  Shakspere's, 
be  it  fearlessly  said  though  for  the  thousandth  time, 
belongs  to  no  age  and  to  no  country  exclusively.  On 
the  other,  the  circumstances  in  which  he  was  placed  and 
to  which  his  creative  activity  readily  accommodated  itself, 
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were  not  of  a  kind  to  enable  him  to  enter  in  every  im- 
portant respect  into  the  full  current  of  national  progress,  or 
to  reach  one  hand  forward  into  the  phase  of  national  life 
which  was  to  succeed  that  of  his  own  days.  He  was 
neither  a  Bacon  nor  a  Ralegh,  yet  he  became  more  to  his 
nation  than  either  of  these.  The  legacy  which  he  left  to 
that  nation  was  not  one  of  which  it  could  immediately  enter 
into  full  possession :  and  it  was  long  before  the  generations 
which  succeeded  him  became  fully  or  truly  conscious  of  the 
wealth  which  he  had  bequeathed  to  them. 
Shaksptrt  And  yet,  in  these  latter  days  at  all  events,  who  would 
%^%ft.  t^^iy  t****^  Shakspere  has  become  the  property  of  the 
nation,  not  less  than  of  the  world  at  large  f  How  many 
an  Englishman  has  in  a  wider  sense  of  the  phrase  done 
what  the  eloquent  Hungarian  patriot  is  s^d  to  have 
done  literally,  and  taught  himself  the  English  lai^uage  out 
of  Shakspere 's  pages  !  How  many  a  student,  excluded  by 
circumstances  from  experience  of  the  world,  has  sought  and 
found  in  Shakspere  a  richer  and  more  varied  knowledge  of 
human  life  and  character  than  could  have  been  gained  by 
long  years  of  familiarity  with  Court  and  Senate,  with  camp 
and  market-place  I  How  many  an  imagination,  in  danger 
of  being  dulled  and  emasculated  by  the  influence  of  a  con- 
ventional selection  of  moral,  or  isolation  of  ^esthetical,  rules, 
has  with  the  aid  of  Shakspere  raided  far  beyond  and  soared 
far  above  them  1  Him  at  least  a  wholly  exceptional  feeling 
of  national  reverence  has  consecrated  against  proscription ; 
his  name  is  placed  on  no  Index  of  prudery  or  prejudice; 
he  at  least  is  allowed  to  teach  our  youth  what  a  glorious 
and  manysided  thing  is  life,  and  how  the  wings  of  the  mind 
were  not  meant  to  be  demurely  folded,  for  the  drill-sergeant 
in  the  pay  of  tradition  or  fashion  to  examine  and  approve. 
Those  who  have  some  experience  of  the  ordinary  literary 
studies  of  Englishmen  know  that  to  many  of  our  country- 
men Shakspere  is,  besides  the  Bible,  the  only  poetic  literature 
worthy  of  the  name  which  they  possess.  This  national 
service  at  all  events  he  has  rendered  to  us ;  and  were 
another  Somerset  to  bum  our  libraries,  and  another  Long 
Parliament  to  pull   down  our  theatres,  they  could    not 
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destroy  our  poetic  literature,  because  Shakspere  at  least 
has  struck  his  roots  into  the  people's  heart. 

But  all  this  has  been  the  work  of  centuries ;  it  was  the  UnctriaiH- 
achievement  of  Shakspere's  genius,  not  of  a  Shaksperean  '^J^^r 
age.    In  the  period  preceding  the  Elisabethan,  there  existed  dramaHc 
no  higher  secular  literature  which  was,  properly  speaking,  '^l^^'^e 
the  possession  of  the  English  nation.     Unacquainted  with  thi  tugin- 
what  it  possessed,  it  therefore  did  not  possess  it.    The  ^^^^-j 
leading  poets  were  scholars  and  courtiers,  trained  on  much  caner. 
Latin  and  a  little  Greek,  or  familiarised  by  travel  or  study 
with  certain  models  of  Italian  literature.     Chaucer  and  his 
school  were  mostly  forgotten,  even  when  the  sources  of 
ballads  surviving  or  arising  among  the  population  might 
be  found  in   their   productions.     Surrey  and  Wyrtt  and 
their  successors,  Sidney  and   even   Spenser  himself,  with 
their  sonnets  and  odes  and  allegories  in  prose  and  verse, 
had  neither  aimed  at  nor  succeeded  in  popularising  higher 
poetic    literature      The   chroniclers    in    prose    and   their 
adapters  in  verse  followed  the  chapmen  of  more  frivolous 
wares  with  no  very  buoyant  or  frequent  step  into  the  homes 
of  the  people.     The  stage  had  at  last  furnished  a  field  for 
the  growth  of  a  literature  which  was  of  its  nature  essentially 
popular,  while  it  admitted  of  the  loftiest  poetic  aims.    Men 
of  talent,  quite  recently  even  men  of  genius,  had  begun  to 
awake  to  so  splendid  an  opportunity.     But  the  labours  of 
playwright,  actor,  and  manager  were  still  hopelessly  mixed 
up  in  form  as  well  as  in  fact ;  and  the  excitement  or  amuse- 
ment of  the  hour  still  seemed  to  constitute  the  main  purpose 
of  both  authors  and  audiences.     In  the  eyes  of  the  age  the 
drama  had  not  yet  made  good  its  claim  to  be  admitted  into 
the  domain  of  literature*. 

When,  therefore,  Shakspere  came  up  to  London  as   a  TlucAeia 
youth  ambitious  of  trying  his  fortune,  there  lay  before  him  ^J°"  *""■ 

'  Of  this  various  illuatratJoiia  have  been  already  given  ;  a  aignificant  one 
may  be  found  in  the  fact,  noted  by  Halone,  that  only  thirty-eight  (or  thirty- 
nine)  original  plays  are  extant  which  were  printed  in  or  before  159a.  This 
need  not  exhaust,  but  probably  approaches,  the  number  of  plays  which 
either  their  authors  deemed  worthy  of  printing,  or  publishers  thought  likely 
to  ensure  success  as  printed  works.  See  HistoriaU  Account  of  tki  English 
Stagt,  p.  6. 
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the  choice  of  entering  the  old  or  the  new  sphere  of  literary 
life.     If  he  desired  literary  feme,  in  the  circles  which  re- 
garded themselves  and  which  were  r^^rded  by  men  of 
letters  as  its  dispensers,  be  would  have  to  seek  it  by  such 
compositions  as  those  which  perhaps  he  brought  with  him 
in  embryo  to  London,  which  at  all  events  were  early  fruit, 
and  which  yet  more  than  equalled  in  merit  most  of  what 
poets   of  acknowledged  reputation  had  produced  for  the 
entertainment  of  lords  and  ladies,  and  for  the  satisfaction  of 
academical  critics.     How  far  such  patronage  and  approval 
might   bring   bread  as  well  as  honour  was   of  course  a 
different  questioQ.    On  the  other  side  there  stood  the  stage, 
supported  as  a  pastime  by  a  rather  different  assortment  of 
the  same  kind  of  patrons,  or  relying  amidst  dangers  and 
difficulties  upon  its  popularity  among  the   lower   orders. 
Here  in   return  for  hard   toil,  for  a  willingness  and  an 
aptitude  to  meet  the  tastes  of  various  kinds  of  supporters 
(but  nearly  all  staunch,  according  to  the  habit  of  playgoers), 
a  prospect  opened  of  modest  gain,  unaccompanied  however 
by  that  of  a  dignified  social  position ;  and  here  too  a  golden 
opportunity  of  displaying  the  full  vigour  of  conscious  genius 
awaited  him  who  would  not  shrink  from  the  toils  and  troubles 
Hidioosts    of  an   inevitable   apprenticeship.     Shakspere,  without   by 
'  *  "^'     any  means  abandoning  the  design  of  pleasing  by  literary 
offerings  of  the  other  kind,  chose  the  stage  as  his  career  in 
life,  and  the  drama  as  his  proper  field  of  literary  effort. 
RtiuUof     The  motives  which  detennined  this  choice  are  unknown, 
thiackota.    j^m  jjg  effect  was  that  Shakspere  at  once   and   for  ever 
associated  his  genius  with  the  current  which  popularised 
and  nationalised  our  poetic  literature. 
opiMioH  of       xhe  importance  of  the  writer  who  had  begun  his  labours 
aj^^^.  among  the   rival   playwrights  gradually   made   itself  felt 
tjatomoHg    among  his  contemporaries.     At  first,  anxious  above  all  to 
mnUi^^    make  his  way,  anxious  therefore  from  the  outset  to  be  at 
""*"-"         work,  he  may  be  assumed  to  have  addressed  himself  to 
what  lay  nearest  to  his  hand ;  and  as  a  theatrical  adapter 
to  have  taught  himself  the  secrets  of  his  craf^.     Success 
may  fairly  be   supposed   to   have  waited   upon   his  pre- 
liminary endeavours,  and   to    have   carried   him   rapidly 


D.q.tizecbvGoOglc 


IV]  SHAKSPERE  491 

forward  into  the  sphere  of  original  dramatic  productivity  ^. 
The  much-vext  supposition — which  indeed  has  with  un- 
speakable persistency  been  turned  round  and  round  like 
the  veriest  cabbage — that  in  this  the  earliest  stage  of  his 
activity  as  a  playwright  he  incurred  the  charge  of  having 
unscrupulously  seized  upon  the  intellectual  property  of 
others,  cannot  be  held  to  rest  upon  convincing  proof.  It 
has  been  expanded  into  conclusions  as  to  Shakspere's 
ubiquitous  activity  as  writer  for  the  various  companies  of 
players  then  performing  in  London  which  find  no  support 
whatever  in  any  known  facts  belonging  to  the  contem- 
porary history  of  the  English  stage.  The  notorious  accusa- 
tion preferred  against  Shakspere  in  Greene's  Groatswortk 
of  Wit,  published  in  1593,  after  the  writer's  death,  is 
probably,  though  not  quite  certainly,  the  earliest  extant 
contemporary  notice  of  him.  No  shadow  of  doubt  rests 
upon  the  conclusion  that  Shakspere  was  the  object  of  this 
invective ;  there  must  be  allowed  to  be  less  certainty 
whether  it  refers  to  him  in  his  'quality'  as  an  actor  only, 
an  interpretation  to  which  I  for  one  am  on  the  whole 
inclined  to  subscribe  *. 

'  The  enwing  rerermces  to  'opinion  upoo  Shakspere'  have  been  revised 
witb  the  aid,  so  fu-  u  the  rvige  of  these  coUeclions  extends,  of  the  late 
Dr.  Inglcby's  Shaki^tar^i  Ctnturit  of  Prayst,  second  edition,  revised,  with 
nun;  additions,  by  Lucy  Toulmio  Smith,  JVnv  S/takapirt  Socutya  PuUica- 
/tons,  1879,  in  coiyunction  with  Dr,  Fumivall's  Somt  300  Frts/i  Alltiaioiu  to 
ShaJksptTw,/tom  1594^1694  a.d.,  JVmi  SAab^mSocu/y's  PuAfuiiJibMi,  1886. 

'  See  Gmm't  GmatsworA  of  WU  (159s),  leprinted  by  Dr.  Ingleby  in 
Part  I  of  Shahtptrt  AUMsioH-Boolta,  Nm  Shahsptrt  Socitt/s  PubHaOioMS, 
1674.  The  passage  which  forms  part  of  the  author's  warning  to  his  three 
fellow-playwrights  (mCc,  p.  383,  note  3)  to  abandon,  as  he  had  done,  the  com- 
|>osition  of  plays,  runs  as  follows:  'Base  minded  men  al  three  of  you,  if  by 
my  miserie  ye  be  not  warned  :  for  vnto  none  of  you  ;like  me^  sought  those 
burres  to  cleaue  :  those  Puppils  (I  mesne)  that  speake  in  our  mouths,  those 
Articks  gamisht  in  our  coloun.  Is  it  not  strange  that  I,  to  whom  they  ol 
haue  beene  beholding :  is  it  not  like  that  you,  to  whom  they  al  bane  beene 
beholding,  shall  (were  ye  in  case  that  I  am  now)  be  both  al  once  of  them 
forsaken  I  Yes,  trust  them  not :  for  there  is  an  vpstart  Crow,  beautified 
with  our  feathers,  that  with  his  Tygtnhiart  wrapt  in  a  PteytrsAMlr,  supposes 
he  is  Bs  well  able  tobumbiatout  ■  blanke  verse  as  the  beat  of  you,  and  being 
an  absohite  lohontus  fat  lotttm,  is  in  his  owne  conceit  the  ooely  Shake- 
scene  in  a  countrie.'  Thebearingofthe  allusion  which  this  passage  certainly 
contains  to  a  line  in  Tlu  Tnu  Tragidit  of  ikt  Dukt  </  York*,  and  Iht 
good  King  Htnrii  l/u  Sirt,  which  was  transferred  into  Pari  III  of  Htnry  VI 
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In  the  following  year  (1593),  a  second  contemporary 
dramatist  who  had  been  the  agent  of  the  publication  of 
Greene's  posthumous  chaise,  proffered  a  kind  of  apol<:^y 
for  such  thoughtlessness  as  it  might  seem  to  imply  in  his 
own  case,  paying  a  tribute  at  the  same  time  to  the  moral 
character,  is  reported  to  him  on  respectable  authority,  of 
the  subject  of  this  special  libel,  as  well  as  to  both  his 
histrionic  and  his  literary  powers  ^.  It  thus  appears  that  at 
a  time  when  Shakspere  was  at  the  very  beginning  of  his 
career  as  a  dramatic  writer  he  had  already  in  this  capacity 
conciliated  the  r^ard  of  estimable  persone^es  whom  we 

(act  i.  sc.  4),  upon  the  question  of  the  authorship  of  these  plays,  will  be 
more  appropriately  discussed  below ;  here  it  must  suffice  to  point  out  that 
at  the  most  it  accentuates,  or  imparts  a  subsidiary  Stiog  to  the  general 
intention  of  the  attack,  by  implying  that  the  conceited  actor  had  also  been 
guilty  of '  conveying '  other  men's  property  in  his  capacity  as  a  playwright. 
For  I  feel  convinced  that  alike  the  context  of  the  passage  (which  for  Uiis 
reason  I  have  been  compelled  to  cite)  and  his  general  bshioning  of  this 
indictment,  and  in  particular  the  obvious  intention  of  the  word  Shabi-sctnt 
(which  Dr.  Ingleby  even,  and  I  confess  to  my  mind  very  plausibly,  regards 
as  a  nickname),  are  directed  against  the  aclor,  and  not  against  the  attlhor, 

>  See  Chettle,  Kiitdhartts  Dnamt  (Shatsptrt  Allusion  Boots,  Pari  I, 
u.  *.,  and  Prrty  Socitiys  Publications,  vol.  vi.).  The  Address  to  tht  Gmllt- 
Hua  Rtaders  prefixed  to  this  tract  is  dated  December  6,  I5<^,  but  it  was 
doubtless  not  published  till  early  in  the  ensuing  year.  The  passage  referred 
to  in  the  text  runs  as  follows  :  '  The  other,  whome  at  that  time  I  did  not  so 
much  spare,  as  since  I  wish  I  had,  for  that  as  I  have  moderated  the  heate  of 
living  writers  and  might  have  usde  my  owne  discretion  (especially  in  such 
a  case),  the  Author  beeingdcad,  that  Ididnot,  I  am  as  sary,  as  if  the  origioall 
fault  had  beene  my  fault,  because  my  selfe  have  scene  his  demeanor  no 
lease  civiU  than  he  exeient  in  the  quaJitie  he  professes :  Besides,  divers  of 
worship  have  reported  his  uprightoes  of  dealing,  which  argues  his  honesty, 
and  his  facetious  grace  in  vvriting,  that  aprooves  his  Art.'  The  conclusion 
that  the  person  thus  praised  was  Shakspere,  and  not  Nashe  (as  the  late  Ur. 
Staunton  seems  to  have  held),  was  I  thbk  clearly  established  by  the  late 
Mr.  R,  Simpson  in  a  letter  to  TluAcadtmy  (April  ii,  1874}  and  maybe  said 
to  command  general  assent.  The  term  'qualitie,'  it  may  be  added,  is  that 
constantly  applied  distinctively  to  the  actor's  profession.  Hamlet  (act  ii, 
sc.  a)  invites  the  players  to  give  him  'a  taste  of  their  quality ' ;  in  Hassinger's 
Thi  Rommt  Aetor  (act  i.  sc.  3)  Aretinus  accuses  '  the  quality '  of  treason  in 
the  person  of  the  tragedian  Paris,  '  tlie  chief  of  his  profession.'  See  Clark 
and  Wright's  note  to  their  edition  oSHamItt,  p.  159 ;  and  cf.  among  numerous 
other  examples,  the  address  'To  my  good  Friends  and  Fellows  the  City- 
Actors,'  prefixed  by  Thomas  Heywood  to  his  Apology  for  Actors  (i6ia). 
Nashe  is  not  known  to  have  ever  trod  (or 'shaken')  the  hoards ;  and  the 
fact  that  he  bestowed  on  Greene's  pamphlet  the  epithets  of  '  scald,  triviall, 
lying,'  is  not  necessarily  to  the  purpose. 
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shall  certainly  not  shrink  from  describing  as  competent 
judges.  In  the  following  year  (1595)  at  latest,  and  possibly  sp*itMr 
already  four  years  earlier,  the  most  illustrious  of  his  poetic  t>595'j- 
contemporaries  is  believed  to  have  paid  to  him  the  tribute 
of  a  sympathetic  allusion.  The  supposition  that  the  refer- 
ence of  Thalia,  in  Spenser's  Teares  of  the  Musts,  to  the 
recent  'death'  of  'our  pleasant  Willy'  as  contributory  to 
the  down^l  of  the  comic  stage,  may  indeed  be  set  aside  as 
discredited '.  But  in  Colin  Clouts  come  home  again  (pub- 
lished in  1595,  but  held  to  have  been  written  as  early 
as  1591,  thoi^h  in  a  form  afterwards  amplified),  one  of 
Spenser's  most  striking  personal  allusions  is  couched  in 
phraseology  which  certainly  fits  Shakspere  better  than  any 
other  contemporary  poet  *.  If  it  is  to  him  that  the  lines 
in  question  refer,  the  compliment  they  convey  may  however 
have  been  occasioned  by  one  or  more  of  his  non-dramatic 
poems,  the  chief  of  which  were  by  the  year  1594  already 
before  the  public  or  circulating  among  personal  and  literary 
friends*.  The  earliest  notice  that  can  with  tolerable  certainty  Oihtriar/y 

>  I  Deed  not  here  enter  into  the  question  whether,  aa  Hr.  Flcay  thinka 
is  certain,  the  lUusion  is  to  Ljiy. 

'     '  And  there,  though  last  not  leaat  is  AtlioH, 

A  gentler  &hephcard  may  no  where  be  found. 

Whose  Muse,  full  of  high  thoughts  invention, 

Doth  like  himselfe  Heroically  sound.' 
Ur.  Halliwel  I -Phillips'  remark  that  'the  lines  aeem  to  apply  with  equal 
propriety  to  Warner '  does  not  carry  conviction  ;  nor  Can  I  subscribe  to  the 
late  Professor  Hi  nto's  opinion  that  a  claim  maybe  put  in  for  Drayton,  whose 
assumed  poetic  name  ■  Rowland  '  he  thought  'sounded  in  those  days  much 
more  heroically  than  SMaia/itan.'  Mr.  Fleay  supported  this  hypothesis 
with  the  aid  of  another,  founded  on  an  etymology  of  the  word  Action 
(tlrior),  which  I  humbly  conceive  to  be  out  of  the  question.  If  on  the  other 
hand  the  word  is  connected  with  dfrui  and  signifies  '  eaglet'  (as  I  think 
Professor  Hales  has  sufficiently  eitabllshed),  Hr.  Fleay  thought  Marlowe 
might  have  been  intended.  But  I  have  no  space  for  entering  into  the 
minutiae  of  this  delightful  controversy. 

*  See  the  references  to  Tin  Rapt  of  LHcna  (printed  1594)  in  the  anony- 
mous verses  prefixed  to  Henry  Willobie's  Avisa  (1594),  and  in  the  lines 
attributed  by  Sir  Egerton  Brydges  to  Sir  William  Herbert  (1594).  The 
allusions  to  ffnia  and  Adonis  (printed  I593>,  by  Robert  Southwell  {t$g^  I), 
and  to  Lncrtet  in  Drayton's  Ltgtnd  0/ Matilda  (1594']  cannot  be  convincingly 
brought  home  to  Sbakapere.  (As  to  a  later  praise  of  Shakapere  by  Drayton, 
see  t>elow.}  On  the  other  haod  1  am  inclined  to  think  him  the  W.  S.  of 
the  verse  dialogue  in  the  Aviaa  aforesaid,  where  («n  the  strength  no  doubt 
of  bis  SoKtidt)  he  appear*  ai  an  expert  in  the  tender  pas*ion,  to  whose 
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be  stated  to  refer  to  a  play  undoubtedly  Shakspere's 
belongs  to  this  very  year,  when  a  Comedy  of  Errors  was 
chosen  as  the  chief  part  of  their  Christmas  entertainment 
by  the  members  of  Gray's  Inn'.  We  are  thus  justified  in 
concludii^  that  by  this  date  his  genhis  as  a  writer  had,  in 
one  or  another  branch  of  his  literary  activity,  inspired  with 
sympathy  some  of  the  young  and  ambitious  spirits  on 
whom  England's  future  seemed  largely  to  depend.  If, 
neglecting  divers  unmistakeable  allusions  to  Shakspere's 
non-dramatic  poems  and  the  almost  equally  open  flatteiy 
of  manifest  imitation  from  two  of  his  plays  in  a  comedy 
dating  from  the  interval',  we  look  a  few  years  forward,  we 
arrive  at  the  testimony  of  a  literary  censor,  who  whether  or 
not  possessed  of  the  ^ft  of  nice  discrimination,  was  animated 
by  what  in  the  age  to  which  he  belonged  was  far  more  rare, 
viz.  a  wish  to  express  his  admiration  of  what  he  thought 
Mem  admirable.  In  1598  Francis  Meres,  who  very  legitimately 
(1598).  applied  a  method  which  becomes  childish  only  when  em- 
ployed in  the  service  of  prejudice  or  whim  ",  in  his  PaUadis 
Tamia  { Wits  Treasury)  mentioned  Shakspere  both  as  one 
of  '  our  best  for  Tragedie,'  and  as  one  of  '  the  best  for 
Comedy  amongst  us,'  besides  including  him  in  the  list  of 
'  the  most  passionate  among  us  to  bewaile  and  bemoane  the 
perplexities  of  Love.'  It  is  true  that  in  'Tragedy'  he  is  here 
enumerated /an'/^i^jw  with  'the  Authour of  tke  Mirrour for 
MagistraUsl  and  with  nearly  all  the  writers,  epical  or 
dramatic,  who  in  the  Tudor  age  had  with  a  more  or  less 
conspicuous  success  treated  themes  of  a  serious   nature  ; 

quality  as  ao  actor  an  alluuon  acemi  to  be  conveyed.  Ctttitmt  of  Praya, 
W.S.,  1-14. 

'  See  the  account  of  the  perfbrmasce  of  '«  Comedy  of  Erron  [\\)s.t  to 
Plaulut  his  Ifenafcimia),'  at  Gray's  Inn  on  the  night  of  Innocents'  Day, 
December  aS,  1594,  id  Heniy  Helmcs'  H5.  Gtala  GtayomiH,  cited  in 
Nichols'  Progresses  and  in  Furnivall's  Fnsh  AUttsiom,  H.  s.,  i. 

»  See  CtHfurit  0/  Ptayat,  15-ao. — The  passages  in  K'Sy  Btguiltd  imitated 
from  Tkt  MtrthanI  ofVimtt  and  Rokuo  and  Juliti  toe  of  importance  on  the 
aasumptioDi  as  to  which  Hr.  Fleay  {EngUsh  Drama,  ii.  159)  entectaios  no 
doubt  that  the  original  date  of  this  play  is  1596-7. 

*  Byron  notoriously  employed  it  in  this  way  ;  but  I  do  not  know  why  be 
ahould  be  bUmed  for  having  done  so,  since  he  was  guiltless  of  publistiing 
the  tables  of  poetic  precedence  which  he  must  surely  be  allowed  to  have 
bad  the  ri^t  of  constructing  for  bia  own  amusement 
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while  in  *  Comedy '  he  is  made  to  stand  shoulder  by 
shoulder  with  practitioners  from  Richard  Edwardes  down 
to  Anthony  Munday.  But  the  proof  remains  that  his 
reputation  was  at  this  early  date  established  with  a  com- 
pleteness to  which  it  would  be  difficult  to  find  anything  in 
the  nature  of  an  analc^.  During  the  progress  of  his 
literary  career,  of  which  his  activity  as  a  playwright  was 
not  always  so  liberally  and  distinctly  acknowledged  to 
form  part  as  it  had  been  in  Meres'  summary,  a  series  of 
other  writers,  considerable  or  the  reverse,  supplemented 
his  estimate  by  more  or  less  perfunctory  comparisons  of 
their  own  ^ 

During  his  lifetime  not  a  few  wholly  personal  tributes 
of  praise  were  paid  to  his  eminence  in  the  various  branches 
of  his  activity  as  an  author.    Aa  early  as  J599  John  Weever    Wavtr 
printed  among  his  Epigrammes,  thought  by  Dyce  *  to  have   ^'599)- 
been  written  earlier,  a  set  of  lines  Ad  Gulielmum  Shake- 
speare, possessing  little  or  no  intrinsic  merit,  but  exhibiting 

■  See  for  all  these  the  coUeclions  cited  above.  Richard  Bamefeild  {Poima 
in  divtrs  htanors,  1598)  compsres  Shakspere  with  Spenser,  Daniel,  and 
Drayton,  but  makes  no  allusion  [0  bis  dramatic  writings.  John  Bodenham 
{Bdwdttt,  or  TiuGardiH  of  llit  Musts,  1600)  asks  the  attention  of  his  readers 
to  the  flowers  which  he  has  gathered  into  his  works  from  a  few  '  Modeme 
and  extant  Poets,'  among  whom  Shakspere  finds  a  place  not  unworthy  of 
his  name.— Camden  tjtimaints,  1604)  contents  himself  with  including  Shak> 
spere  in  a  not  dissimilar  list  of  '  the  most  pregnant  wltts  of  these  our  times.' 
In  a  more  extensive  list,  arranged  'according  to  their'  (chronological) 
'  priorities  as  neere  as  1  could,'  Edmund  Howe*  (JConHnHoHoti  of  Stoves 
CliTOHwU,  1615),  sets  down  'M,  Willi.  Shakespeare  gentleman'  between 
William  Warner  and  Samuel  Daniel.  Drummond  of  Hawthomden  (in 
a  passage  in  his  Works  which  internal  evidence  proves  to  have  been  written 
not  earlier  than  1614)  assigned  to  Shakspere  a  late  place,  in  more  senses 
than  one,  among  '  the  authors  he  had  seen  on  the  subject  of  Love ' ;  but  on 
two  earlier  occasions  (in  1606  and  in  iGii)  he  had  noted  several  of  Shak- 
spere's  plays  or  poeau  amoiig  books  possessed  by  him.  See  also  the  Lift 
qf  Drummond,  by  Professor  Hasson,  p.  104,  where  it  is  noted  that  Drummond 
was  'one  of  Shakspere's  earliest  admiren  in  Scotland,  and  bad  his  well, 
fingered  copies  of  Shakespeare's  Poems  and  three  of  his  Plays  on  his  book- 
shelves.' With  direct  reference  to  the  merits  as  a  dramatist  of  his  great 
predecessor  and  contemporaiy,  Webster  (DedicatioQ  to  Vitloria  Corombtmay, 
1613)  extolled  the  prolific  art,  or  as  he  phrased  it,  'the  right  happy  and 
copious  industiy '  of  Shakspere  in  lenns  equally  felicitous  and  liberal,  but 
made  no  distinction  between  his  claims  on  either  head,  and  those  of  Dekker 
and  Thomas  Heywood. 

*  Lifi  ofSkaJu^tan,  p.  Ixv. 
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a  warm  admiration  for  both  plays  and  poems  composed 
by  this  '  hotiie-tong'd '  author.  Iq  similar  phrase,  Henry 
Chettle,  who  in  1595  had  been  so  anxious  to  set  himself 
with  regard  to  his  declared  opinion  of  a  rising  young  actor 
and  writer,  in  a  tract  composed  on  the  death  of  Queen 
Elisabeth  and  published  in  conjunction  with  an  account  of 
her  burial  (April  28,  1603),  lamented  that 
'The  Mlver  tongM  Melicert,' 
by  whom  as  the  context  shows  he  meant  Sbakspere,  should 
have  as  yet  dropped  'from  his  honied  muse'  no  'sable 
teare' 

'To  mourae  her  death  that  gracM  his  desert 
And  to  his  laies  opend  her  Royall  eare'.' 

During  the  last  few  years  of  Shakspere's  life  these 
tributes  became  more  frequent.  About  1611,  John  Davies 
of  Hereford  addressed  one  of  the  epigrams  contained  in 
The  Scourge  of  Folly^  to  'our  English  Terence,  Mr.  Will. 
Shakespeare.'  Alluding,  apparently,  to  his  profession  as 
an  actor,  and  [though  this  may  be  a  mere  trick  or  phrase) 
to  the  jealousies  excited  by  hb  talents,  these  lines  pay 
a  very  notable  tribute  not  only  to  his  literary  eminence, 
but  to  the  high  character  maintained  by  him  in  all  his 
dealings;  for 

'laile  as  they  thinke  lit, 
Thou  hast  no  layling,  bat  a  raigning  Wit ; 
And  honesty  thou  sow'st,  which  they  do  reape.' 

In  a  collection  of  epigrams,  published  in  1*514  under  the 
title  of  Runne  and  a  Great  Caste^,  Thomas  Freeman,  in 

'  Engiaiuia  Mourning  Gannml,  quoted  by  Collier  in  IntrndttdioH  to  Tht 
Diaik  of  Robtrl,  Earl  of  Hurdington,  k.  j.,  p.  4,  and  in  Ingleby's  Cmturii  of 
Prays*.  Dr.  Hales  pointed  out  long  since  (in  a  letter  to  TAt  Acadtttiy, 
January  lo,  1874)  that  the  name  Melicert  was  doubtless  applied  to  Shakspere 
because  of  its  supposed  derivation  from  /i>'Ai.  As  the  late  Mr.  J.  A.  Syntands 
reminded  the  readers  of  the  same  Journal  (Januaty  34I,  the  name  is  men- 
tioned by  Suidas  as  having  been  given  to  Simonides  Sii  rA  ^.  Neither 
Hales  nor  Synionds,  however,  had  any  very  3atisfiu;tory  explanation  of  the 
-tifTr/t  lo  offer. 

>  Reprinted  m  his  IVartt,  edited  by  Dr.  Grosait  for  his  CfantMy  WortMus 
Library,  vol.  xviii. 

*  Forming,  apparently.  Part  II  of  Rubbt  and  a  grtai  Castt. 


D.q.tizecbvGoOglc 


nr]  SHAKSPERE  «7 

rather  leaden-footed  verse,  Uuded  Shakspere's  facility  of 
poetic  composition : 

'At  th'  horse-foote  fbuntaiii  thou  hast  dtunk  fall  deepe, 
Vertues  or  vices  theame  to  thee  all  one  is ' ; 
and  asserts  that  from  his  plays 

.  .  .  'needy  new-<»mpo3ers  borrow  more 
Then  Terence  doth  from  Piautui  or  Menander' 
In  the  same  year  a  more  noted  pen,  that  of  Christopher  Brooi* 
Brooke,  paid  the  following  tribute  to  Shakspere's  dramatic  '•*^''*)- 
and  poetic  genius,  supposed  to  be  delivered  by  the  hero  of 
one  of  his  most  powerful  historical  tragedies  {Richard  III  ^) : 
'To  him  that  impl  my  fame  with  Clio's  quill, 
Whose  magick  rais'd  me  from  oblivion's  den; 
That  writ  my  story  on  the  Muses'  hill, 
And  with  my  actions  diEnili'd  his  pen; 
He  that  from  Helicon  sends  many  a  rill, 
Whose  nectftrcd  vcines  are  drunke  by  thirstie  men ; 
Crown'd  be  his  stile  with  fame,  his  bead  with  bayes; 
And  none  detract,  but  gratulate  his  praise.' 
Of  the  appreciation  conveyed  by  allusion — occasionally  Con/em- 
trenchii^  more  or  less  closely  upon  imitation  or  reproduction  ^^„  fg 
— enough  assuredly  reached  Shakspere  even  during  his  life-  ShaisftT^s 
time '  to  answer  the  first  cause  of  so  modest  a  stimulant,  ""^"S^ 
Criticism  (in  the  true  sense  of  the  term)  had  scarcely  dawned 
upon  his  age  as  a  conscious  form  of  intellectual  effort ;  and 
only  a  very  faint  impression  could  have  been  made  upon 
him    by   casual  cynicisms,  such    as  those  which  in    i5o4 
Hamlet  suggested  to  a  'friendly'  writer,  who  anticipated 

'  This  poem,  entitled  Tht  Ghost  of  Ridiard  III,  wts  reprinted  by  the  late 
Mr.  Collier  for  the  Old  Shakespeare  Society,  and  by  Dr.  Grosart  in  bis 
edition  of  Brooke's  CompUlt  Pomts  {FmIUt  tVorMa'  LArury,  187a). 

*  Going  over  the  passages  in  the  authorities  cited,  one  may  gather  tbat 
Shakspere  would  have  been  j^>nd./iiair  justified  in  perceiving  'allusions' 
to  his  writings  in  passages  contained  in  plays  by  Peele.  Armin.  Munday, 
Day,  Henry  Porter,  Jonson,  Beaumont  and  Fletcher,  Dekker,  Chapman, 
Hiddleton,  Harston,  Webster,  Thomas  Heywood,  Lewis  Hacbin,  Edward 
Sharpham,  Ladovic  Barrey,  and  Robert  Tailor  ;  or  in  passages  of  the  pub- 
lished writings  of  authors  to  be  classified  so  variously  (if  classified  at  all)  is 
the  following  :  Gabriel  Harvey,  Robert  Tofte,  John  Lane,  Samuel  Nicholson, 
Thomas  Rokesley,  Nicholas  Breton,  and  Richard  Srathwaite.  (I  have  omitted 
in  this  list  names  already  mentioned  in  my  text  of  writera  who  referred  to 
Shakspere  in  his  lifetime,  as  well  as  any  reference  to  anonymons  allusions.) 

VOL.  1.  K  k 
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a  very  common,  and  often  very  shallow,  censure  of  his  geneial 

TkiPar-     method  as  a  tragic  dramatist^.     Yet  I  cannot  but  think 

^^^        that,  whatever  may  have  been  Shakspere's  personal  rela- 

(IS97-        tions  to  the  author  of  the  Parnassus  plays  (1597-1601), 

'*°'>         supposing  that  they  came  under  his  notice,  he  must  have 

relished  the  element  of  true  humour  in  their  criticisms  of  his 

own  productions.     In  Part  ii.  he  has  the  dubious  honour  of 

being  quoted  by  a  fashionable  fool  as  his  favourite  poet  *, 

but  in  Part  Hi.,  while  in  the  famous  review  of  poets  his  nwi- 

dramatic  poems  are  described  as  at  once  irresistible  in  their 

charm  and  censurable  because  of  the  effeminacy  of  their 

themes  ^  the  audience  of  Cambridge  students  is  told  a  bome- 

tnith  about  his  plays  and  their  excellence  by  'one  v\io 

knows ' — one  of  the  two  famous  actors  who  have  come  down 

to  the  University  to  instruct  them  in  their  art  *. 

TrUmu*  to       After  Shakspere's  death,  occasional  literary  tributes  were 

f^t^    paid  to  his  achievements  by  John  Taylor,  the  Water  Poet 

hadeaih.     (iiSao c),  William  Basse  (i622)*,  and  others;  nor  would  it 

have  been  according  to   human   nature   had  not  allusive 

'  I  refer  to  the  passage  in  Tht  Efistk  to  Iht  Rtadir,  prefixed  by  AnthoDy 
Scoloker  to  bis  Daip/iantiis,  or  Tkt  PaaaoH  »f  Lov  (1604),  a  work  contain- 
iog  a  notable  ■llusion  to  Hamltt,  in  which,  illustrBting  bis  observation  by 
the  chief  personage  of  that  play,  the  writer  refers  to  'Frimdly  Shahtsptan't 
TragiiHa,  where  the  CommnfioH  rides,  when  the  Tragn/Um  stands  on 
Tip- Toe'  (CtkAi™  of  Prayn,  p.  64), 

'  After  Gallio's  fiist  quotation  (from  VttuK  and  Adottis),  Ingetiioso  ex- 
claims :  '  We  shall  have  nothing  but  pure  Sfaakspeare  and  shreds  of  poetrie 
that  he  hath  gathered  at  the  theatres  '  (Act  iiL  sc.  i).  '  Let  this  dundficd 
woride,'  says  Gallio  himself  further  on,  '  esteeme  of  Spencer  and  Chaucer, 
rie  wonhipp  sweet  Ur.  Shakespeare,  and  to  honoure  bim  will  lay  his  Venus 
•nd  Adonis  under  my  pillowe,'  &c.  &c  (Act  iv.  sc.  l). 
*  'WmiamSkaluitptart. 

Who  loues  not  Adons  louc  or  Lucrece  r»pet 
His  sweeter  verse  contains  hart-throbbing  line. 
Could  but  a  grauer  subiect  him  content. 
Without  loues  foolish  lazy  languishmcnt.' — (Act  i.  sc.  a). 
The  reading  of  the  last  two  words  in  the  second  of  the  above  linea  is 


'  '  Ktmp.  Few  of  the  vnluersity  [men]  pen  plaies  well  . .  .  Why  here> 
our  fellow  Shakespeare  puts  them  all  down,  I  and  Ben  lonson  too  '  (Act  Iv. 
■c  5).  In  the  same  scene  Burbage  bids  one  of  the  amateurs  recite  tbe 
opening  lines  of  RicAarJ  III, 

*  Baaae's  elegy  is  alluded  to  in  the  famous  lines  of  Ben  Jonson  nen- 
tioned  below. 
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borrowings  from  his  works  increased  rather  than  diminished 
in  frequency.  When  in  1625  Shakspere's  two  fellow-actors, 
John  Heminge  and  Henry  Condell,  ensured  to  themselves 
an  imperishable  remembrance'  by  publishing  the  first 
collective  edition  of  his  plays — the  famous  First  Folio^ 
four  of  his  contemporaries,  of  whom  besides  Ben  Jonson 
Leonard  Digges^  had  made  himself  a  literary  name,  con- 
tributed commendatory  verses  to  the  volume.  Ben  Jonson 's  Bai 
judgment  of  Shakspere  is  a  question  of  moment,  more  /^^ff^ 
especially  however  as  affecting  our  estimate  of  Jonson  him-  Diggn, 
self.  For  the  present  it  will  suffice  to  note  the  sympathetic  T^t^^' 
appreciation  pervading  the  lines, — in  my  judgment  on  the 
whole  as  just  as  they  are  beautiful, — To  the  Memory  of  my 
beloved,  the  Author  Mr.  William  Shakespeare,  and  what  he 
hath  left  us,  written  by  Jonson  together  with  the  verses  On 
the  Portrait  of  Shakespeare  for  insertion  in  the  First  Folio, 
and  reprinted  in  his  Underwoods^.  His  criticism, probably 
written  down  not  long  before  his  own  death  {16^'j)  and  printed 
in  Timber,  or  Discoveries  made  upon  Men  and  Matter,  as 
to  certain  '  defects  of  excess '  in  Shakspere's  productivity,  is 
not  less  kindly  candid ;  as  for  his  '  conversational '  growls 
to  Drummond  (registered  in  1619),  they  must  go  for  what 
they  are  worth,  which  is  in  truth  not  very  much  *.  Of 
the  personal  sentiments  entertained  towards  Shakspere  by 
other  of  his  fellow-dramatists  we  have  few  traces,  if  we 

I  Just  u  I  am  revis[ng  these  sheeU,  I  rod  of  the  unveiling  by  the  Lord 
Mayor  on  Wedaesday,  July  8,  1896,  of  a  monument  to  the  editors  of  the 
First  Folio  at  St.  Hary  the  Virgin's,  Aldermanbury. 

*  He  was  an  accomplished  modem  as  well  as  classical  scholar,  and  the 
translator  of  several  worits.  See  the  notice  of  him  by  Hr.  5.  Lee  in  vol.  xv. 
of  Th*  Dictionary  tf  NaUonid  Biography  (18S8). — The  remainder  of  these 
commendatory  poems  are  ai^ed  by  Hugh  Holland  and  '  Z.  H.' ;  the  latter 
signature  has  been  attributed  to  John  Harston,  Jasper  Hayne,  and  James 
Uabbe— to  the  last-named  with  Some  little  show  of  probability.  Sec  Ctntun* 
t^Praya*,  u.  a.,  p.  155. 

*  Pope  says — and  aa  it  seems  to  me  is  perfectly  justified  in  saying — '  that 
he  cannot  for  his  own  part  find  anything  ttaiUUimt  or  Sparing  in  these 
verses,  but  wonders  Mr.  Dryden  was  of  thst  opinion.'  (See  Prtfatt  to 
Pope's  edition  of  Shakspere;)— Dr.  Ingleby's  observations  on  the  nobly 
symmetrical  structure  of  Jonson's  poem  (Cm/htm  of  Preyti,  p.  150)  should 
not  be  overlooked. 

'  As  to  these  passages,  and  occasional  alluaiona  to  Shakspere  traceable  in 
Ben  Jonson's  writings,  see  below,  cb.  v. 
K  k  3 
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except  a  warm  commendation  of  his  genius  as  a  comic 
dramatist  in  Drayton's  lines  to  Henry  Reynolds,  0/  Poets 
and  Poisie,  written  at  a  time  (1627  or  rather  earlier),  when 
their  author's  own  connexion  with  the  stage  had  long 
ceased  ^,  and  Thomas  Heywood's  graceful  tribute,  in  his 
Hierarchie  0/  t/u  BUssed  Artg-e/ls  {1635},  to  the  'enchanting' 
and  versatile  art  of  '  mellifluous  Shakespeare,'  already 
incidentally  quoted'.  On  the  other  hand,  his  personal 
relations  with  Fletcher,  the  foremost  of  the  younger  gene- 
ration of  dramatic  poets  contemporary  with  himself,  are 
matter  of  pure  hypothesis  or  conjecture  *.  Passages  in 
his  plays  are  freely  quoted  or  alluded  to  in  those  of  most 
of  these  writers, — in  none  more  notably  than  in  Massingcr's, 
whose  genius  in  certain  respects  bore  an  affinity  to  Shak- 
spere's  own.  Shirley,  too,  who  has  been  called  the  last  of 
the  Elisabethans,  as  late  as  1640,  when  the  London  stage 
was  on  the  eve  of  its  catastrophe,  found  occasion  for  paying 
a  cordial  tribute  to  the  most  potent  of  its  early  masters*. 
All  these  dramatists,  and  not  a  few  other  writers — in- 
cluding the  author  of  the  immortal  Anatomy  of  Melancholy^ 
— find  abundant  matter  in  Shakspere  for  quotation  and 
'  '  Shakespeare,  thou  hadst  as  smooth  a  Comick  vaine, 
Fittiiig  the  socke,  and  in  tby  natural  breine 
As  strong  conception,  and  as  Cleere  a  ng^ 
As  any  one  tbat  traliqu'd  with  the  stage.' 
The  half-contcmptuoiis  turn  of  the  laat  line  will  be  noticed. 
'  AhU,^.  471. 

*  That  Laurence  Fletcher,  the  player  with  whom  Shakspere  was  associ- 
ated in  the  Lord  Chamberlain's  company,  was  an  elder  brother  of  the 
dramatist,  seems  an  untenable  supposition.  See  Dycc's  InlmdiidioH  to  his 
edition  of  the  fVorts  of  Beaumont  and  Fletcher,  p.  xvii.  The  question  of 
Fletcher's  supposed  collaboration  with  Shakspere  will  be  discussed  below. 

•  Prvlogm  to  tht  Sisim  (1640) : 

'.  .  .  Shakespear  .  .  .  whose  mirth  did  once  beguile 
Dull  hours  and,  buskin'd,  made  even  sorrow  smile ; 
So  lovely  were  the  wounds,  that  men  would  say 
They  could  endure  the  bleeding  a  whole  day.' 
'  Burton  here  refers  to  '  Bitudut  and  BtlUra  in  the  Comedy,'  and  quotes 
the  concluding  couplet  of  ^ommaHif/HJi»(,  besides  four  lines  from  VtnuM  and 
AdoHii.     One  mi(;ht  have  thought  that  ■  suggestion  would  have  been  made 
as  to  the  study  of  plays  by  Shakspere.  or  by  Ben  Jonson,  whom  Button  Hke- 
ivise  quotes,  byway  of  a  remedy  against  melancholy,  partaking  neither  of  the 
danger  of  '  overmuch  study '  of  learned  works,  nor  of  that  of  reading '  nothing 
but  Play  books,  idle  Poenis,  and  Jests,'  such  as  those  mentioned  in  Part  i. 
Sec  3.  No.  4  of  the  Ati^tm^. 
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illustration,  setting  an  example  which  has  been  bettered  by 
the  generations  that  have  followed  them. 

If  the  favour  which  Shakspere's  reputation  experienced  Lintiis  of 
during  or  immediately  after  the  close  of  his  life  was  more  i^9^  . 
or  less  exceptional,  and  in  some  degree  at  least  due  to  nawtdby 
an  insight  on  the  part  of  his  contemporaries  into  the  real  *""■ 
greatness  of  his  genius,  it  remained  within  limits  which  it 
is  well  to  abstain  from  ignoring.  A  priori,  of  course, 
there  is  everything  to  attract  us  in  the  picture  of  a  great 
Queen  and  her  successor  inciting  by  their  example  both 
Court  and  nation  to  hold  in  honour  the  greatest  of  con- 
temporary poets.  But  no  proof  is  at  hand  of  any  personal 
patronage  extended  to  Shakspere  by  either  Elisabeth 
or  James.  In  return,  it  must  be  allowed  that  of  flattery, 
the  all  but  inevitable  correlative  of  patronage,  his  plays 
exhibit  sii^ularly  few  and  faint  signs.  We  may  accept  the 
usual  interpretation  of  a  famous  passage  in  the  Mid- 
summ^  Niffhis  Dream  as  implying  a  tribute  on  the  part 
of  the  still  youthful  poet  to  the  Vestal  on  the  throne  ^ ; 
Portia's  review  of  her  suitors  may  imply  an  allusive  com- 
pliment to  the  much-wooed  princess ;  but  the  only  direct 
apostrophe  to  Elisabeth  is  to  be  found  in  the  well-known 
lines  towards  the  close  of  Henry  VIII,  which  were  most 
assuredly  composed  after  the  Queen's  death.  Doubtless 
King  James  appreciated  his  share  of  the  incense  offered 
in  the  same  peroration  (by  whomsoever  the  passage  was 
penned),  just  as  he  must  have  been  gratified  by  the  ex-post- 
facto  tribute  offered  in  Macbeth  to  his  accomplishment  of 
the  destinies  of  the  line  represented  in  his  own  person '. 

'  Queen  Etisabetli,  it  would  be  futile  to  doubt,  liked  the  kind  of  incense  of 
which  Stiakspere  was  the  reverse  of  profuse.  When  sllusions  were  not  forth- 
cominginplairaperforTDed  in  her  presence,  she  appears  to  have  occasionally 
prepared  to  supply  them  herself.  In  1564  the  Spanish  ambassador,  de  Silva, 
describes  her  as  interpreting  to  him  the  progress  of  a  play,  and  adds  that,  as 
'they  generally  deal  with  marriage  in  Cbe  comedies,'  an  opportunity  sood 
presented  itself  of  discussing  the  proposed  marriage  of  the  Queen  to  Don 
Carlos.     {Ci^aidar  of  SMi  Faptra,  Smantms.  vol.  i.  (189a)  p.  368.) 

*  Professor  Alfred  Stem,  in  a  most  kindly  criticism  of  the  first  edition  of 
this  book,  directed  attention  to  two  passages  in  the  late  Hr.  E.  Edwards's 
Livti  ofthtFiaaidm  oftht  BiilM  Mmtum  (a  vols.  1870),  pp.  T55  and  157, 
supposed  to  imply  an  acquaintance  on  the  King's  part  with  A  Mtdamana' 
Nighfs  Dnaml^a  >594theKingf(frbadetheintroductioniDtoa  court  pageant 
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But  the  fact  that  Shakspere  now  and  then  was  found  ready 
to  meet  an  inclination  common  to  two  sovereigns,  by  no  means 
implies  that  he  was  in  anysense 'patronised  'by  either  of  them. 
A  letter  ascribed  to  Southampton  stating  that  several  of 
Shakspere's  plays  were  '  most  singularly  liked  of  Queen 
Elisabeth  when  performed  before  her  at  Court,  is  apocryphal ; 
on  the  other  hand,  it  is  probable,  though  not  proved,  that 
King  James  was  a  spectator  of  sundry  of  the  poet's  works. 
But  of  any  special  or  personal  marks  of  goodwill  towards 
Shakspere  on  the  part  of  ither  sovereign  there  is  no  proof- 
Credulity  must  be  allowed  to  cling  to  the  tradition  that  Elisa- 
beth testified  her  desire  to  see  Fal staff  d graded  from  comedy 
to  farce,  or  to  the  equally  apocrypha!  anecdote  that  James  I 
expressed  his  thanks  for  Macbeth  in  an  autograph  letter^. 
I  remember  a  modem  Italian  play, — illuminated  by  the 
acting  of  a  great  artist,  the  late  Madame  Ristori, — in  which 

□f  B  live  lion,  '  because  it  would  affright  the  Indies '),  and  a  remembraoce  bjr 
Shakspere,  when  writing  Polonjus"  advice  lo  Laertes,  of  James  I's  letter  on 
his  accession  to  the  English  Crown  to  his  son  Henry  Prince  of  Wales. 

'  See  in  reference  to  this  Malone's  Inquiry,  p.  95,  where  he  demolishes 
the  possibility  of  such  a  letter  as  that  from  Queen  Elisabeth  to  Shakspere, 
which  had  been  forged  by  the  ingenious  Mr.  Ireland.  Malotie  ioddentally 
points  out  that  Puttenham,  whose  Arit  0/  Potat  appeared  in  1589,  and 
who  was  one  of  the  Gentlemen  Pensioners,  and  therefore  constantly  near 
the  Queen's  person,  seems  never  to  have  heard  of  Shakspere,  although  he 
discusses  dramatic  poets. — The  generalities  in  the  lines  of  Ben  Jonson 
('  those  flights  upon  the  banks  of  Thames,  That  so  did  take  Eliza  and  our 
James')  and  Chetlle  appear  to  me  to  prove  very  little.  See,  however, 
Halliwell-Phillips'  Lift  of  Shaktsptart,  pp.  151-3.  A  ballad  called  A  Houm- 
fiU  Dillit,  tntiluUd  EUsibtlh's  Losst,  fogtiktr  with  a  Wtltomt/or  King  Janus 
(1603,  printed  in  CoUier's  Lift  of  Shaitsp€an,  and  reprinted  in  Ctntttrit  of 
Prayat,  p.  56),  contains  the  lines  : 

'  You  Poets  all,  brave  Shakspeare,  Johnson,  Greene, 
Bestow  your  time  to  write  for  England's  Queene ; 
Lamenl,  lament,'  &c. 
The  Greene  here  mentioned  is  I  suppose  Thomas  Greene,  author  of  A  Potfs 
Viaim  and  a  Prince's  G/o™  ( 1603).— Reasons  will  be  given  below  against 
the  supposition  that  Shakspere  was  in  any  way  distinguished  among  his 
feliowactora  (the  King's  actors)  by  James.     If  he  had  been  a  courtly  poet, 
he  would  have  less  distinctly  remembered  the  drinking  habits  of  the  Danish 
Court,    which    on    Christian    IV3   visit   lo  England  in    1606   so    eodeaml 
him  to   his  brother-in-law,      Tieck's  supposition  that  in    Timon  t^  Alhtta 
(tv.  3)  Shakspere  directly  flattered  James  in  the  passage  where  the  hero  pro- 
claims but  one  honest  man— 'and  he  is  Bilraidr^'  (pronounce  Stewart)— is 
only  less  absurd  than  Ulrici's  laborious  apology   (S/iatsfitan'i   Dramatic 
Art,  p.  843)  for  the  '  extravaemt  flattery 'in  question. 
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Queen  Elisabeth  is  represented  as  receiving  a  petition 
from  Shakspere  at  the  bands  of  Cecil,  and  graciously 
assenting  to  the  prayer  of  her  faithful  poet.  Other  ima- 
ginative minds  may  have  pictured  to  themselves  analogous 
relations  between  the  Queen  and  the  poet;  but  romance 
must  reckon  with  its  own  responsibilities. 

The  nature  of  the  patronage  extended  to  Shakspere  by  Hit  nobit 
particular  noblemen,  and  gentlemen  of  high  rank,  is  more  P^"^"- 
open  to  speculation.  His  relation,  during  many  years  of 
his  life,  to  Southampton — although  the  measure  of  his 
patron's  early  munificence  has  doubtless  been  exaggerated, 
while  the  supposed  manifet^tation  of  the  nobleman's  goodwill 
after  the  close  of  the  actor's  professional  career  may  be 
regarded  as  mythical — forms  an  important  chapter  in 
Shakspere's  life,  and  the  dedications  of  two  youthful  poems 
have  not  more  than  an  incidental  significance  in  its  history. 
According  to  one  (nor  the  least  plausible)  among  many 
theories  intended  to  explain  the  genesis  of  Shakspere's 
Sonnets,  the  Earl  of  Pembroke  too  must  have  approached 
intimacy  with  the  poet  ^.  Among  the  later  plays  of  Shak- 
spere one  is  distinctly  to  be  brought  into  connexion  with 
speculations  in  foreign  discovery  in  which  both  South- 
ampton and  Pembroke  were  interested  * ;  and  the  con- 
spiracy in  which  they  were  to  some  degree  involved 
undoubtedly  occupied  the  mind  of  the  author  of  Henry 
VIII^.  The  Earl  of  Montgomery  too,  Pembroke's  brother, 
seems  to  have  admired  and  'favoured'  the  poet*.  But 
even  after  this  has  been  said,  it  must  be  allowed  to  amount 
to  very  little.  Among  those  whose  patronage  Shakspere 
sought  and  found  in  his  early  days  were  some  noblemen 
of  note,  whose  goodwill  probably  remained  to  him,  and 
was  prized  by  him,  to  the  close  of  his  theatrical  career. 

As  to  any  appreciation  of  Shakspere  by  the  master-minds 

'  Possibly  Much  Ado  about  NotitiHg  may  have  some  refererice  to  the  diS> 
culty  of  inducing  the  same  young  nobleman  to  '  marry  and  settle.' 

'  Vide  infra  as  to  the  subject  of  Thi  Ttmptsl. 

'  That  it  is  actually  adverted  to  in  Richard  II  (i.  t.  in  the  passage  added 
to  the  third  or  omitted  from  the  first  two  editions  of  that  play,  iv.  l)  is 
a  more  doubtliil  conjecture. 

<  The  First  Folio  was  dedicated  to  both  the  brothers. 
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NoeviJmit  of  hjs  age,  except  where,  as  in  Ben  Jonson's  case,  they  were 
"hai^bitn  '"or^  oi"  1^^^  his  fellows  in  the  same  field  of  work,  we  are 
apprtdattd   without  Convincing  proofs.     It  is  hardly  to  be  supposed  that 
^flfli^*     Ralegh  was  unacquainted  with  Shakspere,  or  that  Bacon 
passed  him  by  without  notice^.     But  no  evidence  of  a  con- 
clusive kind  exists  to  show  tha.t  either  the  most  far-sighted 
man  of  action  or  the  greatest  thinker  among  the  Elisa- 
bethans  was  aware  of  what  it  was  to  have,  or  to  have  bad, 
a  Shakspere  by  their  side. 
Exttniof         Lastly,  there  was  the  'general  public,"  or  rather  that 
^if^ri^J   large  section  of  the  public  which  affected  entertainments 
as  a  dm-      such  as  those  provided  by  the  genius  of  Shakspere.     That 
maHsi.        taken  as  a  whole  his  plays,  as  compared  with  those  of  his 
fellow- playwr^hts,  were  during  his  lifetime  pre-eminently 
popular,  there   seems   no  reason  to   doubt.     So   much   is 
proved  by  the  ready  testimony  of  his  fellow-dramatists  and 
of  other  contemporary  writers — a  testimony  of  which  the 
strength  grows  almost  from  day  to  day  with  the  progress 
of  our  acquaintance  with  Elisabethan  literature.     It  is  sup- 
ported by  the  fact  that  he  wrote  so  much,  though  others 
(Thomas  Heywood,  e.^.)  wrote  more ;  and  by  the  certainty 
that  he  acquired  through  his  interest  in  theatres  to  whose 
popularity   his   plays   largely  contributed,    a    comfortable 
income,  sufficient  to  enable  him  to  retire  in  fair  case  before 
old  age  had  crippled  his  powers  ^.    Lastly,  it  is  borne  out 

'  Although  I  shall  be  obliged  to  stale  on  a  subsequent  page  my  view  of  the 
supposition  that  Shakspere's  plays  were  written  bj  Bacon,  I  must  liere  at 
once  express  the  opinion  that  the  evidence  even  of  Bacon's  acquaintance 
with  them  is  extremely  slender.  All  the  learning  and  ingenuity  expended 
by  Mrs,  Henry  Pott  upon  the  illustration  by  passages  from  Shakspere  of 
Bacon's  Pmmus  o/Fonnularus  and  El^iuKas,—»  common-place  book  kept 
by  him  somewhere  between  Che  yean  1594  and  1596,^ — seems  to  me  lo  fall 
short  of  proving  even  that  the  compiler  had  LSed  for  his  purpose  the  know- 
ledge of  Shakspere's  writings  which  by  that  time  he  might  have  acquired. 
(What  Mis.  Pott's  publication  of  this  book  (1883)  intended  to  prove  was,  of 
course,  somethinK  wholly  diflerenC.)  The  evidence  of  a  few  parallel  passages 
in  Bacon's  Esaaya  (first  edition  1597,  second  i6ia,  third  1635)  and  in  Shaks- 
pere's plays  is,"  in  my  judgment,  Wo  slender  to  deserve  discussion  ;  while 
it  seems  sheer  absurdity  to  found  any  argument  upon  supposed  resemblances 
between  the  action  and  characters  of  Tht  Ttmpttt  and  die  parable  of  Pan  in 
the  Dt  AitgmtHtis  (1603). 

'  Hence  the  amiable  insinuation  of  Pope,  that  Shakspere 

'  For  gain,  not  glory,  wing'd  his  roving  flight, 
And  grew  immortal  in  his  own  despite.' 
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by  the  fact  that  when  the  stage  fell  under  a.  cloud,  Shak- 
spere  was  among  those  remembered  while  others  were 
forgotten,  and  that  when  its  Ufe  recommenced,  his  plays 
were  among  the  earliest  and  among  the  most  rapidly  suc- 
cessful in  recovering  possession  of  their  ancient  domain. 

But  to  what  extent  was  this  enduring  popularity  within  Number  of 
the  walls  of  the  play-house  and  among  its  patrons,  reflected  ^^"^^ 
in  the  world  of  readers  outside  ?  Of  the  thirty-seven  plays  dunag  his 
in  the  Shaksperean  canon ',  eighteen  (or  just  one  more  than  ''■'*''""• 
half)  were  printed  in  their  author's  lifetime  ;  and  the  average 
number  of  impressions  extant  in  each  case  from  this  period 
is  between  two  and  three  ^.  Of  course  this  fails  to  exhaust 
the  number  of  quarto  editions  of  single  plays  of  Shakspere 
printed  during  his  lifetime ;  but  considering  the  facility  of 
surreptitious  printing,  and.  the  freedom  from  blame  enjoyed 
by  the  practice  except  on  the  part  of  more  sensitive  play- 
wrights, the  calculation  may  assist  in  an  enquiry  as  to  the 
demand  for  Sliakspere's  plays  existing  among  contemporary 
readers.  It  may  be  added,  that  of  the  so-called  '  doubtful 
plays '  which  have  been  at  any  time  ascribed  to  Shakspere, 
eleven  are  known  to  have  been  printed  in  his  lifetime*. 
Other  reasons  have  no  doubt  been  si^gested  for  the  paucity 
of  the  number  of  plays  by  Shakspere  which  appeared  in 
print  during  his  life*;  but  the  demand  for  them  on  the 
part  of  the  public  cannot  have  been  in  any  sense  lai^e. 
While  the  first  volume  of  a  collective  edition  of  the  works 
of  Ben  Jonson  was  printed  in  the  lifetime  of  their  author', 

'  Counting  theni,  as  in  Che  list  irranged  below,  and  reckoning  eacli  Pari 
■a  a  play  in  the  case  of  Henry  Vl  and  in  that  of  Httiry  IV.  The  Pint  Folio 
contains  all  tliese  plays  except  Pencils. 

'  See  the  List  of  the  Early  Editions  of  Shakspeare  in  Halone's  Shaisfitart 
(Boswell's  edition  of  i8ai,  the  edition  quoted  throughout  this  Cliapter), 
vol.  ii.  pp.  647  segq.i  and  cf.  Steevena'  observations,  ib.  pp.  643  siqq.  See 
also  the  Table  of  Quarto  Editions  of  Shaitsfiian's  Plays,  forming  Appmdix  I 
to  Mr.  Fleay's  L^e  ofShai^}4an. 

>  See  the  liat  in  Malonc's  Shah^ieare,  ii.  6B1-3.  Eight  of  these  appear 
in  Hr.  Fleay's  List  of  Quarto  tJitioas  of  oihrr plays  prtpeted  by  Shahespeart' s 
eompany,  Apptndix  II,  k.  s. 

'  The  late  Hr.  W.  Blades,  in  his  SAaispeie  and  Typography  (1873),  ■ 
pamphlet  in  part  intended  as  ^jeti  t^'m/nf,  suggested  that  Shakspere  was  at 
one  tine  of  bis  life  a  printer,  and  that  it  may  accordingly  be  plausibly  sup- 
posed that  'sickened  with  reading  other  people'^  proo&  for  a  livelihood, 
he  shrunk  from  the  same  talk  on  bis  own  behalC  *  In  1616. 
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Shakspere's  works  were  not  collected  till  seven  years  after 
TkeFini     his  death  (in  the  First  Folio,  1623) ;  and  though  the  editors 
(1693).        ^^  ^^^  volume  speak  of  'diverse  stolne,  and  surreptitious 
copies,  maimed  and  deformed  by  the  frauds  and  stealthes 
of  injurious  impostors,'  yet  they  evidently  by  no  means 
themselves  expected  a  brisk  sale  of  their  folio,  which  was 
probably  printed  in  a  very  limited  number  of  copies  ^. 
Rttuons  Thus,  the  evidence  which  we  possess  on  the  subject  tends 

l^Miitii  *^  show  that  the  reputation  enjoyed  by  Shakspere  in  his 
ripuiaiioH.  lifetime  was  limited  to  a  more  or  less  genial  rcc<^nition 
of  his  merits  on  the  part  of  a  few  patrons  and  on  that  of 
some  of  his  literary  contemporaries, — chiefly  fellow-dra- 
matists,— and  to  what  may  be  termed  a  general  preference 
for  his  pla)s,  as  compared  with  those  of  other  writers,  on 
the  part  of  the  constituents  of  the  theatrical  public.  But 
although  this  theatrical  public  must  have  largely  increased 
in  London  during  the  earlier  half  of  his  career  ^,  the  attacks 
upon  the  stage  recommenced  towards  the  close  of  the 
century^,  and  indeed  the  spirit  which  prompted  them  had 
never  slept.  The  classes  moved  by  this  spirit  were  those 
upon  whom  more  than  upon  any  other  the  future  of  Eng- 
land depended,  and  to  whose  tastes  and  feelings  the  progress 
of  a  popular  literature  must  always  largely  accommodate 

'  According  to  Steevens'  conjecture  Mtlane's  Shaka/naTt,  n.  656,  noli)  in 
not  more  than  ago.  A  proof  of  the  smaJIness  of  the  issue  may  be  found  in 
the  extreme  rarity  of  the  Fint  Folio,  not  known  to  exist  io  more  than  thirty 
copies.  According  to  Halli well- Phillips  {ShaitsptriaHe,  p.  o),  one  copy  ii 
in  existence  tearing  the  date  of  169a. 

'  In  159a,  Nashc  (in  his  Pitra  PeHttilesse)  spoke  of  a  play  is  being 
witnessed  by  'ten  thousand  spectators  at  least,  at  several  times.'  Altogether, 
it  may  t>e  assumed  that  the  number  of  visitors  to  the  theatres  increased 
rapidly  till  near  the  close  o(  the  century.  Cf.  InfrodudioH  to  Goason's  School 
o/Abust,  p.  j[. 

■  In  1599  was  published  Tk'  Ovtrlhntai  of  Slagtplayes,  by  Dr.  John 
Rainoldes,  of  Queen's  College,  and  afterwards  President  of  Corpus  Christ! 
College,  Oxford,  which  was  the  most  important  product  of  the  controversy 
concerning  the  performance  of  Latin  plays  at  Oxford  between  him  and 
Dr.  William  Gagcr.  See  Lowe's  BthUogmpkkat  Accotmi,  Ac.,  pp.  135,  a74  ; 
and  Mr,  S.  Lee's  notice  of  Gager  in  vol.  xi.  of  the  Dictionary  of  Natiatud 
Biography  (1689).  In  the  same  year  King  James  interfered  to  protect  the 
English  players  at  Edinburgh,  the  Session  of  the  Kirl  of  Scotland  having 
prohibited  the  faithful  from  resorting  to  their  performances  '  under  pain  of 
the  church  censures '  (Collier,  i.  33a). 
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itself.  In  a  word,  the  middle  classes  of  the  nation, 
wherever,  as  more  especially  in  London,  they  were  brought 
into  contact  with  the  stage,  became  more  and  more  hostile 
towards  it.  The  interest  in  dramatic  literature  could  not 
but  suffer  accordingly,  and  the  advance  of  the  appreciation 
of  the  merits  of  our  greatest  national  dramatist  be  retarded. 
Puritanism  was  gradually  assumii^  a  far  wider  and  deeper 
significance  than  can  attach  to  a  mere  view  of  Church  Puntamtm 
government,  or  to  a  particular  theory  of  the  relations  between  'JL^^  ig,„ 
the  system  of  the  State  and  the  forms  of  religious  life.  To  ytars,  and 
side  with  the  Puritans,  now  implied  the  acceptance  of  distinct  ^^  " 
principles  in  the  conduct  of  life.  These  principles  may  per- 
haps be  summarised  as  an  avowed  endeavour  to  r^ulate  the 
whole  of  life,  in  all  its  aspects  and  relations,  according  to 
fixed  laws.  The  consequent  certainty,  to  which  all  shrinking 
back  or  wavering  to  the  right  or  to  the  left  was  impossible, 
gave  for  a  time  to  Puritanism,  in  peace  and  in  war,  a  resist- 
less force.  But  from  the  same  source  Puritanism  derived  the 
narrowness  which  remained  an  unmistakeable  feature  of  the 
movement.  To  the  Puritan  nothing  could  be  a  greater  abomi- 
nation than  the  theatre,  with  the  very  conditions  of  whose 
existence  the  laws  of  his  life  were  in  conflict ;  nor  could  any 
feature  of  the  stage  be  so  great  an  abomination  in  his  eyes 
as  the  boundlessness  with  which  the  genius  of  our  Elisa- 
bethans,and  that  of  Shakspere  above  all,  had  endowed  English 
dramatic  literature.  Against  the  theatre,  therefore,  Puritanism 
(as  has  been  seen  and  as  will  further  appear  below)  directed  its 
assaults  with  increasing  success  ;  although  a  transport  of  zeal 
may  in  one  instance  at  least  have  given  rise  to  a  temporary 
reaction  in  favour  of  the  stage,  which  communicated  itself 
to  others  besides  its  habitual  supporters  ^     Finally,  when 

'  1  rcrer  to  Fiynne's  invective  agiinet  Ihe  Queen  on  sccount  of  her 
pntronage  of  a  draniBtic  perfarmance  at  court.  Cf.  Masson's  Li/t  of  Milton, 
i.  407-8,  Prynne's  HUlno-MasHx  was  published  in  1633.  I  ahall  return  to 
these  matters  below  ;  at  present  I  am  merely  attempting  to  survey  the  pro- 
gress, together  with  the  back-waves  occurring  in  it,  of  Shakspere's  fame. — 
A  passage  in  Histrio-Maatix  (cited  in  Cmluiit  of  Prayu,  p.  195)  bitterly 
reflects  on  the  fact  that  since  Ihe  author  first  undertook  his  subject,  '  some 
Play-books  .  . .  are  growne  from  Quarto  into  FoHo^  and  '  are  now  printed 
in  farre  better  paper  than  most  Octavo  or  Quarto  BibUs,  which  hardly  Gnde 
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the  party  identified  with  Puritan  opinion,  although  not 
as  yet  with  its  extreme  forms,  had  become  possessed 
of  the  control  of  London  before  the  outbreak  of  the  Civil 
War  in  164a,  the  closing  of  the  theatres  was  one  of  the 
inevitable  incidents  of  the  revolution  which  this  change 
implied. 
Hisrtpuia-  Under  these  influences  the  fame  of  Shakspere  languished, 
drmHatist  *nd  must  have  languished  even  had  a  careful  distinction 
in  tht  HtHi  been  drawn  in  this  period  between  dramatic  literature  and 
the  literature  of  the  stage.  As  a  matter  of  course,  his  genius 
as  a  dramatist  continued  to  call  forth  tributes  of  praise  from 
those  whom  it  had  subjected  to  its  spell.  In  this  choir 
dramatic  writers  could  not  but  hold  the  most  conspicuous 
place;  and  of  the  earlier  Caroline  dramatists  a  goodly- 
number  honoured  Shakspere  by  direct  tributes  of  admira- 
tion as  well  as  by  less  direct  testimony  to  their  (amiliaj-ity 
TrAutn  of  with  his  works.  Among  them  I  have  already  mentioned 
ftwiw  Shirley  and  others,  whose  achievements  in  part  connect 
atd  oihen.  them  with  an  earlier  and  more  illustrious  chapter  of  our 
dramatic  history;  to  their  names  should  be  added  more 
especially  that  of  Sir  John  Suckling,  who  in  verse  and  in 
prose,  by  direct  commendation  as  well  as  by  imitation, 
honoured  himself  by  proving  his  regard  for  the  memory  of 
'my  Friend  Mr.  WilUatK  Shakespear^l  together  with  those 
of  Jasper  Mayne,  Thomas  Nabbea,  Sir  William  D'Avenant  (of 
whom  more  below),  and  others.  Men  of  letters  unconnected 
with  the  stage  likewise  occasionally  attested  their  appre- 
ciation of  Shakspere's  genius.  Leaving  aside  anonymous 
tributes — although  possessed  of  an  intrinsic  value  of  their 
own — I  should  regret  to  leave  unnoticed  a  conversational 
remark  by  '  John  Hales  of  Eton,'  which  at  a  date  probably 
earlier  than  1653  anticipates  the  free  spirit  of  the  best  of  all 
'  Shakspere  criticism  '.'     But  apart  from  such  tributes,  and 

such  vent  u  thejr.'    Marfinal  notes  n 
Shakapere,  &c.,  and  to  the  ■  best  Crowi 

'  See  Cmlurii  of  Prayst,  pp.  aop  itqq.  His  grstitude  must  certainly  h>vc 
derived  strength  Trom  a  consciousness  of  '  peipelual  pUgiuum  *  on  his  own 
part     Cf.  FrtA  AUtaaOHa,  p.  113. 

*  After  sitting  still  for  some  time  during  a  discussion  in  which  Ben 
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other  incidental  illustrations  of  the  popularity  of  Shakspere's 
writii^s',  it  seems  undeniable  that,  in  accordance  with  an 
ordinary  experience,  the  generation  succeeding  Shakspere's 
was  not  the  most  ready  to  acknowledge  his  claims  to 
pre-eminence.  Ben  Jonson,  indeed,  although  long  the  ac-  Fluchia- 
knowledged  chief  of  living  dramatic  authors,  at  no  time  '^^^^^ 
succeeded  in  producing,  as  he  had  on  no  occasion  attempted  tofn- 
to  produce,  a  belief  that  he  outshone  the  friend  whom  he  ^J^'rt. 
so  long  survived.  Still,  a  second  volume  of  the  first  collec-  dat/ira- 
tive  edition  of  Jonson's  works  was  published  {in  a  sue-  ""''"''• 
cession  of  fragments)  in  the  course  of  his  later  years  and  of 
those  following  immediately  upon  the  date  of  his  death ; 
and  he  is  repeatedly  mentioned  by  contemporary  writers 
in  a  way  implying  that  his  titles  to  literary  fame  were 
equal  to  Shakspere's.  And,  to  all  appearance,  the  drama- 
tists who  in  this  particular  age  called  forth  the  most 
enduring  as  well  as  the  most  ardent  literary  enthusiasm, 
were  the  two  companion-writers  who  were  most  nearly 
allied  to  it  by  the  bent  of  their  genius  and  the  specialities 
of  their  tastes.  The  fame  of  Beaumont  and  Fletcher 
had  come  at  least  to  rival  that  of  Shakspere,  and  at 
times  vas  treated  as  surpassing  it;  while  again  we  not 
unfrequently  find  the  pair  ranked  side  by  side  with 
Shakspere  and  Jonson  as  pre-eminent  among  English 
Jonson  and  other  literary  autborities  took  part,  Mr.  Halea  observed,  ■  That 
if  Hr.  ShaJuapter  bad  not  rod  the  Antienls,  he  had  likewise  not  MoUen 
■nftbing  from  'em  . .  .  and  that  if  [Ben]  would  produce  uay  one  Topick 
finely  treated  by  any  one  of  them,  be  [Hales]  would  undertake  to  show 
something  upon  the  tame  Subject  at  least  as  well  written  by  Shakt^ar! 
(Cited  from  Rowe'*  'mKci&aAari  AaontU,At.,%-\<3^,  in  Cmhrn't  0/  Prayat, 
p.  198.) 

'  A  cura>SHit$  is  the  wish  expressed  by  Cowley,  when  a  pupil  at  West- 
minster School  between  i6a8  and  1631,  that  a  young  lawyer  who  had 
offended  him  might 

'Bee  by  bis  Father  in  hia  study  tooke 
At  Shakspeare's  plays,  instead  of  my  Lord  Cooii' — 
(something  as  Dr.  Arnold  confiscated  early  number?  of  PkJhn^  which 
Rugby  boys  had  put  too  near  to  their  Thncydides.)  See  Cailtim  ofPrayst, 
p.  110  (from  ^  PolHieaURevtHgiinSilmi).— la  Tin  CHordian  {1641)  Coyi\ey 
varied  the  notion  into  an  injunction  to  a  City  maiden  (Tabytha)  to 
'banish  Shaitsfnar  and  Bm  Joitsen  out  of  the  parlour,  and  to  bring  in  their 
rooms  MarfnlaU,  and  Pryn's  Works.'  In  Tht  CulUr  of  Coltman  Slrnt 
(1663)  he  altered  (he  name  '  Shaiesptar'  to  '  Ftttc/itr.'  {prrsi  Alluiioia, 
P-  '49.) 
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dramatists'.     Thirty-six    of   their    plays    were    published 

in  a.  collected  form  in  1647  (they  were  republi^ed  with 
TiuSicoHd,  seventeen  others  in  1679);  of  Shaksperc's,  the  First  Folio 
Ftmrik  Collection,  with  a  corrected  reprint  in  165a  (the  Second 
f"^  Folio),  sufficed  till  after  the  Restoration.  It  was  repro- 
1663,  (664,  duced  in  the  Third  Folio,  published  in  1663,  and  reprinted 
and  1685).   in  i5(S4  ^itj)  seven  additional  plays,  all  of  which  (with  the 

exception  of  Pericles)  are  now  usually  considered  spurious. 

The  Fourth  Folio  (1685)  contained  nothing  new  beyond 

modernisations  of  spelling. 
Hisfamt  It  is  hardly  too  much  to  conclude  from  the  above  data, 
R^Oo^Hon  that  by  the  time  of  the  Restoration,  when  a  generation 
remid  had  grown  up  to  which  the  inside  of  a  playhouse  was 
rtoptHing  unknown,  and  when  but  few  libraries  could  have  contained 
t^tht  more  than  a  stray  copy  or  two  of  Shakspere's  plays,  his 

thtalrts.  ,,  1^  J-  jTj     ■    ji- 

popular  fame  must  have  stood  m  some  danger  of  dwindling 

into  a  mere  tradition  *.    The  danger  passed  away,  when  the 

'  So,  for  instance,  by  Owen  Felthain  (1637^  - 

'  Shakespeare,  Beaumont,  Johmoa,  these  three  shall 
Hake  up  the  Jem  in  the  point  Verticall ' 
of  the  crown  composed  for  herself  by  the  Stage.     Further  quotations  are 
needlesi;  moreover,  a  mere  turn  of  phrase  may  at  times  be  mistaken  for 
■  deliberate  critiCBl  intention.     But  in  exemplification  of  the   preference 
indicated  in  the  text,  the  lines  in  honour  of  Fletcher  by  William  Cartwright 
prefixed  to  the  First  Folio  of  Beaumont  and  Fletctier  (1647)  are  notable. 
iTfaey  were  quoted  by  the  late  Canon  Kingslcy  in  his  essay  On  Plays  and 
Puritans.)    Cartwrifcbt  (whose  own  most  successful  dramatic  effort  is  an 
obvious  imitation  of  Ben  Jonson)  places  Fletcher's  name  '  'twiit  Jonson's 
grare  and  Shakspeare's  lighter  sound,'  and  tells  Fletcher  that 
'  Sbakspeare  to  the«  was  dull,  whose  best  wit  ties 
I'  th'  ladies  questions,  and  the  foot's  replies. 

Whose  wit  our  nice  times  would  obsceneness  call — 

Nature  was  all  his  art ;  thy  vein  was  free 

As  his,  but  without  bis  scurrility' — 
a  criticism  which  from  the  author  of  Tit  OrdiKary  >■  nothing  short  of 
ludicrous.  It  may  be  mentioned  that  GiSbrd,  in  his  JItmoirs  o/BtH  lonscn, 
quotes  from  a  tract  by  J.  Cooke  on  Charles  I's  Trial  (1649)  the  insinuation 
that '  had  King  Charles  but  studied  Scripture  half  so  much  as  he  studied  Ben 
Jonson  or  Shakspeare,'&c.  To  the  anecdote  that  Charies  I  described  Shirley's 
Gamtsttr  [  of  which  he  himself  was  believed  to  have  suggested  the  plot)  as 
'the  best  play  be  had  seen  for  seven  yeara,'  no  importance  need  be  attached. 
In  general,  justice  can  hardly  be  said  to  have  been  rendered  by  English 
writer*  to  the  remarkable  literary  and  artistic  intelligence  of  King  Charles  1. 
'  Writing  about  1653  from  Chicksands,  where  her  regular  litenuy  nourish- 
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Restoration  was  accomplished  and  when  the  theatres  were 
reopened.  A  revival  of  the  popular  recognition  of  Shak- 
spere's  greatness  as  a  dramatist  inevitably  followed.  But 
the  hostility  of  the  Puritan  Revolution  had  lasting  results, 
and  in  so  far  as  the  fame  of  Shakspere  is  inseparably 
associated  with  the  most  immediate  sphere  of  his  activity, 
the  effect  of  that  hostility  cannot  be  said  even  now  to  have 
been  completely  undone. 

Whatever  may  be  thought  of  the  relations  between  the  stage  Shakaptn 
of  Charles  I's  re^  and  the  sentiments  and  manners  of  his  "ji^aniiaa 
Court,  the  theatre  of  the  reigns  of  the  last  two  Stuart  Kings  siagt. 
was  beyond  dispute  entirely  subject  to  the  influence  of  the 
world  of  court  and  fashion.  No  section  of  the  lower  orders 
felt  itself,  as  in  the  days  of  Elisabeth,  vehemently  attracted 
towards  the  playhouses.  The  masses  being,  for  many  an 
age  to  come,  left  to  themselves  in  their  choice  of  pleasures, 
middle-class  respectability  shunned  the  theatre,  where  every 
effort  was  made  to  affront  the  accepted  principles  of  morality 
and  decency  of  life.  Under  the  influence  of  tastes  utterly 
frivolous  and  vitiated  both  by  the  native  and  by  the  foreign 
elements  intermingled  in  them,  the  whole  atmosphere  of  the 
theatre  in  the  Restoration  age  became,  in  the  words  of 
a  writer  whose  knowledge  of  it  is  unsurpassed, '  indescribably 
wicked '.'  Its  favourite  productions,  ushered  in  by  lewd 
prologues,  were  either  imitations  of  foreign  models,  or  mere 
bastards  of  the  Elisabethan  drama.  Yet  to  this  Restoration 
stage  we  owe  a  revived  recognition — in  spheres  extending 
widely  beyond  the  section  of  the  public  open  to  the  influences 
of  literary  criticism— of  the  genius  of  Shakspere.  The  number 
of  Shaksperean  characters  performed  by  Betterton,  the 
greatest  actor  of  this  period,  is  indeed  small  compared  with 

ment  coiis[sted  of  Ctiofidtrt  Bud  Lt  Grand  Cyna,  Dorotby  Osbome  avowed 
to  her  lover  that  'all  the  people  that  I  had  ever  in  my  life  refused  were 
brought  again  upon  the  stage,  like  Richard  the  Third's  ghosts,  to  reproach 
me  withal.'  {Lttim,  ic.,  edited  by  Z.  A.  Parry,  edition  1S88,  p.  115.)  This 
and  similar  BlIuHioRS,  traceable  with  more  or  less  prababilily  to  direct 
acquaintance  with  Shaksperean  plays,  will  hardly  be  held  to  contradict  the 
general  conclusion  in  my  text. 

■  See  Mr.  Robert  W,  Lowe's  Thomaa  BMmen  {EmiHMl  Actors  Series), 
1891,  p-S'J.  This  unpretending  little  volume  is  a  mine  of  firat-hand  informa- 
tion concerning  the  dieatre  of  the  Rcttoration. 
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the  extraordinarily  large  number  of  his  other  impersonations, 
but  it  amounts  to  ten  (adaptations  included),  and  is  not, 
I  think,  equalled  by  that  of  the  characters  from  any  one 
other  dramatist  performed  by  him '.  Of  the  century  and 
a  half  (or  thereabouts)  of  plays  which  Pepys  saw  acted  in 
the  course  of  eight  years  and  a  half  (1660-9)  over  which  his 
Diary  extends,  about  one  in  fifteen  were  Stiakspcre's,  while 
as  many  as  one  in  six  were  by  Beaumont  and  Fletcher,  or 
by  Fletcher  alone'.  Not  less  than  nine  of  Shakspere's 
plays  were  reserved  as  the  property  of  the  company  which 
under  D'Avenant  began  its  performances  in  November,  1660 ; 
and  when  two-and-twenty  years  later  the  two  theatrical 
companies  amalgamated,  and  the  great  actor  Betterton  was 
virtually  placed  in  command  of  the  chief  characters  of  the 
r^ertoire  of  the  existing  English  stage,  Brutus,  Othello, 
and  Hotspur  without  delay  asserted  their  claim  upon  the 
sympathies  of  the  theatrical  public'.  These  examples 
sufficiently  illustrate  the  conclusion  that  certain  of  Shak- 
spere's plays  found  their  way  back  to  the  stage  chiefly 
because  of  the  strong  characters  and  of  the  striking 
situations  which  they  contained, — in  other  words,  because 
they  lent  themselves  so  securely  to  the  requirements  of 
theatrical  effect.  Scant  reverence  was  shown  by  D'Avenant 
and  Dryden,  or  by  the  revivalists  who  were  at  work  about 
the  close  of  this  period  (the  tum  of  the  century),  in  the 
processes  to  which  they  subjected  the  Shaksperean  plays 
of  their  choice ;  but,  quite  apart  from  the  important  services 
rendered  to  Shakspere's  reputation  by  Dryden,  the  greatest 
of  the  adapters,  in  his  capacity  as  a  literary  critic,  he  and 
his  fellow- pi  ay  Wrights  unmistakeably  advanced  the  fame  of 
their  great  predecessor  upon  the  stage.  More  and  more  dis- 
tinctly Shakspere's  genius,  isolated  in  some  measure  from  the 
immediate  outward  conditions  and  circumstances  under 
which  its  dramatic  creations  had  seen  the  light,  asserted 
its  power  in  its  immediate  and  proper  sphere,  even  through 

'  See  the  lista  ap.  Genest,  voL  ii.  pp.  ^58-469,  and  Lowe,  pp.  1S8-9. 
'  The  calcaUtioR-  is  based   on  the  list  given  in   Hr.  H.  B.  Wheatley'a 
excellent  volume  Samttd  Ptpya  and  Iht  IVorid  hi  Hvrd  m  (1880). 
•  Lowe,  K.  »T  pp.  75,  199. 
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the  veil  of  versions  which  at  times  very  much  resembled  per- 
versions, or  when  under  the  infliction  of  alternating  species  of 
torture,— hacked  about  bya  desperate  knife  or  half-smothered 
under  frivolous  or  fatuous  additions.  This  method  of  treating 
Shakspere  left  its  traces  on  the  English  stage  long  after  the 
latter  had  ceased  to  be  the  sole  or  even  the  principal  means 
of  sustaining  and  augmenting  his  fame  ;  but  it  is  only  fair 
to  remember  that  some  tribute  of  the  kind  is  exacted  by 
the  theatre  from  whatever  craft  enters  its  sound.  In  the 
present  connexion  it  will  suffice  to  mention  one  or  two  of 
the  more  abnormal  of  these  '  adaptations '  of  Shakspere  ^. 
In  1662  Measure  for  Measure  and  Much  Ado  about  R^oraiioH 
Nothing  were  unscrupulously  blended  by  D'Avenant  into  %fs^^'" 
a  single  tragi-comedy  called  The  Law  against  Lovers.  It  ^t*"'i 
was  he  who  appears  to  have  conceived  the  idea,  which  the 
audacity  of  Dryden  afterwards  carried  into  execution,  of 
heightening  the  effect  of  The  Tempest  by  a  mechanical  pro- 
cess of  duplication*.  Dryden's  All  for  Love,  or  The  World 
well  Lost  (1678)^  is  an  effort  of  a  very  different  descrip- 
tion, which  rather  places  itself  in  competition  (nor  ignobly 
so)  with  Anthony  and  Cleopatra  than  adapts  Shakspere's 
treatment  of  the  theme ;  while  the  same  author's  Troilus 
and  Cressida,  or  Truth  found  too  Late  {167^)  stands  as  it 
were  midway  between  the  two  above-mentioned  plays,  the 
modem  dramatist  having  in  it,  as  he  says,  undertaken  to 
'correct'  what  he  opined  to  have  been,  'in  all  Probability, 
one    of  Shakespeare's    first    Endeavours   on   the   Stage*.' 

'  An  analylical  list  of  AJaptaluma  and  PtrfannatKes  of  Shabtsptrtatt 
f^^afmnn  tht  dtath  oflht  fott  to  tht  dialk  of  Gerrick  wu  given  by  Baron 
G.  Vindie  ID  Jaktbiuh,  &c.,  vol.  in.  (1874),  pp.  41-54- 

'  In  Tlu  Ttmptsi,  or  Tlu  Enchmitd  Island  (for  the  title  itself  wu  double- 
necked)  a  youth  HTho  bad  never  set  eyes  on  a  woman  held  the  balance  to 
the  maiden  who  had  never  beheld  a  man.  Ariel,  too,  was  provided  with 
a  female  double  (Milcha),  and  Caliban  was  supported  by  Sycorax  in  the 
flesh  ;  not  to  mention  that  Miranda  was  furnished  with  a  younger  sister,  and 
io  some  sense  a  sort  of  oblique  counterpart,  called  Dorinda.  See  the  play, 
which  was  acted  in  1667  and  1666,  in  Scott's  Dtydrn,  vol.  iii. 

'  See  ib.,  vol.  v. 

*  This,  according- tohis  own  statement,  Dryden  effected  by '  new-modelling 

the    plot,    throwing    ont    many  unnecessaiy  Peisons;    improving    those 

characters  which  were  begun  and   left   unSnisbed,   as   Hector,   Troilus, 

Pandarua  and  Thersites,  and  adding  that  of  Andromache.'     (See  Dryden's 

VOL.  I.  L 1 
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Measure  for  Measure,  on  which  D'Avenant  had  already 
tried  his  hand,  was  again  recast  by  Gildon,  and  produced 
at  Lincoln's  Inn  Fields,  in  1700,  as  a  piece  'written  by 
Shakespeare,  and  now  very  much  alter'd,'  with  the  sub-title 
of  Beauty  the  Best  Advocate.  D'Urfcy,  a  writer  of  very 
low  stamp,  in  1682  turned  Cytnbeline  into  something  be 
entitled  The  Injured  Princess,  or  The  Fatal  Wi^er,  while 
John  Lacy,  whose  dramatic  efforts  are  of  no  very  different 
type,  in  1667  assimilated  The  Taming  of  the  ,SAr*7c,  entitling 
his  concoction  Sauny  the  Scot  in  honour  of  a  re-nationalised 
Grumio*.  More  noticeable  is  the  hash,  prepared  and 
announced  in  a  spirit  of  convinced  superiority,  for  which 
The  Merchant  of  Venice  in  1701  supplied  'Granville  the 
Polite'  (George  Granville,  afterwards  Lord  Lansdowne) 
with  the  principal  materials.  From  The  Jew  of  Venice 
the  characters  of  Launcelot  Gobbo  and  his  sire  are  omitted ; 
in  return,  a  Masque  of  Peleus  and  Thetis  is  introduced, 
during  the  performance  of  which  Shylock,  supping  at  a 
separate  table,  drinks  the  toast  of  his  lady-love  Money'. 
Throughout  the  whole  of  this  period  no  species  of  Shak- 
spere's  plays  was  sacred  from  these  alterations ;  histories, 
tragedies  and  comedies  were  alike  exposed  to  them ;  by  no 
means  only  the  necessities  of  the  stage,  although  these  must  be 
conceded  to  have  counted  for  something',  but  also  the  dictates 
of  a  supposed  advance  in  literary  or  theatrical  insight 
were  accountable  for  the  fashion.  John  Dennis,  of  whom  as 
a  critic  mention  will  have  to  be  made  below,  elaborated  in 
170a  a  version  of  The  Merry  Wives  under  the  title  of  The 

Prt/act  ap.  Scott.  voL  vi.  p.  340;  Euid  cC,  on  the  whole  subject  of  these 
efforts  of  Dryden's,  Delius'  esaay  DryJtn  Hud  Siaiisfitan  in  Jahrbiuh  dtr 
dtutschtn  Shaktapcart-GaiUsthaJt,  roL  iv.  (1869).  Dryden's  Ttoiius  still 
held  the  stage  in  170S-9,  when  Thersites  seems  to  have  been  the  last 
Sbaksperean  character  assumed  by  Betlerton. 

^  Genest,  vol.  i.  p.  139.     The  play  docs  not  appear  to  have  been  printed 
tni  1698. 

*  As  to  Granville's  play,  see  Q>.  vol.  ii.  pp.  943  seqq.     la  the  Prologue  the 
Ghost  otShakspcre  apologises  not  for  Granville,  but  for  himself: 
■The  first  rude  sketches  Shskspcare's  pencil  drewi 
But  all  the  shining  Diaster-strokes  are  aew. 
This  play  ye  Critics  shall  your  fiiiy  stand, 
Adom'd  and  reacu'd  by  a  faultless  band.' 
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Comical  Gallant,  or  The  Amours  of  Sir  John  Falstaff,  and 
in  1720  altered  Coriolanus  into  The  Invader  of  his  Country, 
or  The  Fatal  Resentment.  Colley  Gibber  in  1700  gave 
notable  proof  of  his  theatrical  tact  in  his  version  of 
Richard  III,  which  in  spite  of  its  impieties  holds  the  stage 
to  this  day^.  John  Sheffield  Duke  of  Buckinghamshire's 
expansion  of  Julius  Caesar  into  two  tragedies,  for  one  of 
which  {Brutus)  Pope  wrote  a  couple  of  choruses,  carries  us 
into  the  middle  of  the  Augustan  age'.  Among  the  few 
Shaksperean  plays  which  appear  to  have  escaped  material 
changes  was  Hamlet,  until  Garrick  essayed  the  task  of 
revising  it  for  performance — a  circumstance  probably  due 
to  the  stage  traditions  dating  from  the  performance  of  the 
chief  character  by  Betterton,  who  played  it  at  intervals 
through  the  whole  of  the  Restoration  age,  and  with  s^nal 
success  as  late  as  1709,  when  he  was  nearly  seventy-five 
years  old  '. 

'  See  Geoeat,  vol.  ii.  p.  195,  and  cf.  Lowe,  BttUrton,  p.  167,  where 
Gibber's  yersion  is  described  as  'full  of  villainous  clap-traps,  mixed  meta- 
phors, and  unmitigated  nonMnse,'  but  'skilfully  adapted  for  stage  effect.' 
Cibber  in  his  process  of '  coDtominatiOD '  introduced  mauy  lines  from  other 
Shaksperean  plays,  and  probably  some  out  of  his  own  head.  Gcoest  sug- 
Ifesta  that  the  famous  line 

'  Off  with  hia  head — so  much  for  Buckingham  I ' 
came  '  perhaps  from  some  obscure  play,  witha  slight  alteration,'  but  the  '  Off 
with  his  head '  (Hastings')  in  Act  iv.  sc.  4  should  not  be  overioolced.  —  In 
Caryl's  Tlu  English  Prituea,  or  Tht  Dtalh  0/  Ridiard  III  {<:f.  Pepys' iliipy 
under  Harefa  7,  1667'),  there  seems  to  be  nothing  borrowed  from  Shakspere 
(Halliwell-Phillips'  DkHonary,  p  85). 

■  The  construction  of  Sbakspere's  tragedy  must  be  allowed  to  have  lent 
some  colour  to  this  procedure. — Belterton's  performance  of  the  character 
of  Bnitus,  Colley  Gibber's  striking  account  of  which  is  cited  by  Lowe, 
BttUrton,  p.  109,  must  have  been  partly  accountable  for  the  special  popu- 
larity of  this  among  Sbakspere's  tragedies, 

'  Garrick's  alteration  of  i/<i»i£rr{  177a) ,which  was  never  printed,  is  described 
by  Genest,  vol.  v.  p.  3+3,  and  by  Vincke.  k.  s.,  pp.  53-4.  Steele's  notice  of 
Betterton's  performanceof  Hamlet,  only  a  few  mouths  before  the  great  actor's 
death,  is  well  known.  (See  Tkt  Tatltr,  No.  71  (Sept.  as,  1709),  and  cC 
Lowe's  BtlUtioH,  p.  177). — A  Lisl  ofpla^  altered  from  Shakspere  is  given  in 
Haloiie's  edition  (by  Boswell),  vol.  iL  pp.  683  aiqq.  However  strongly  we 
may  feel  bound  to  reprobate  tampering  with  the  text  of  a  great  national  writer, 
and  however  much  we  may  now  and  then  be  inclined  to  applaud  Pope's 
sneer  (see  ihePr^actio  hisedition  of  Shakspere)  that '  Flayers  are  just  such 
judges  of  what  b  right,  as  Taylors  are  of  what  is  graafiil,'  no  candid  critic 
will  ignore  the  special  exigences  of  the  theatre,  or  deny  that  adaptation  is 
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jyijihtir  So  much  as  to  the  treatment  of  Shakspere  on  and  by -the 
stage,  during  the  half-century  or  thereabouts  which  followed 
upon  the  re-opening  of  the  theatres.  The  effects  of  this 
treatment  have  not  altogether  disappeared  to  our  own  day, 
and,  taken  as  a  whole,  have  rendered  the  popular  admira- 
tion of  his  merits  less  discriminating,  without  materially 
diminishing  its  warmth.  As  to  Drydcn  and  his  fellow- 
playwrights,  they  no  doubt  were  at  certain  times  and  in 
certain  respects  influenced  by  imperfect  or  mistaken  theories 
of  the  dramatic  art ;  but  candour  compels  the  conclusion  that 
the  license  wherewith  as  a  body  they  treated  the  master- 
pieces of  a  greater  past  was  essentially  due  to  the  reckless 
spirit  of  their  own  age,  which  sought  and  found  in  the  drama 
little  more  than  a  transitory  amusement  and  a  stimulant  of 
sensual  passion '. 

a  labour  in  which  both  reverence  ant]  taste  have  at  times  most  effectively 
co-operated. 

'  A  fitir  example  of  the  spirit  in  which  the  society  of  the  Reitoiatioa 
age  regarded  the  drama  may  be  found  in  Pepys,  who  though  he  bad  no 
poetry  in  his  soul  was  not  incapable  of  higher  tastes  (witness  his  love 
of  good  music),  who  had  his  wits  about  him  and  was  therefore  capable  of 
recognising  merit,  and  who  moreover  confesses  {Diary,  Dec.  lo,  1663I  that 
'  hia  nature  was  most  earnest  in  books  of  pleasure,  as  plays,'  and  that  he 
was  tempted  by  copies  of  Shakspere,  Beaumont  and  Jonson  at  a  book- 
seller's. He  anerwards  (July  7,  1664)  actually  purchased  one  of  the  folio 
editions  of  Shakspere^  and  at  a  later  date  added  the  fourth  folio  (i6Bs), 
which  is  now  in  the  Pepysian  Library  at  Magdalene  College,  Cambridge, 
(see  Wheatley,  h.  a.,  p.  B6].  Fepys,  as  has  been  already  noted,  mentions 
the  peribrmances  of  not  less  than  eleven  Shaksperean  pla]^  as  having 
been  witnessed  by  himself;  to  some  he  takes  exception,  of  othera  he 
approves,  though  rarely  in  tenns  approaching  those  in  which  he  com- 
mends certain  of  the  plays  of  Ben  Jonson.  Tlius  he  thought  Macbtth 
'a  pretty  good  play'  (Nov.  5,  1664),  and  'a  most  excellent  play  for 
variety '(Dec  a8,  1666%  and,  a^oin  [here  his  criticism  is  more  elaborate 
than  usual),  'a  most  excellent  play  in  all  respects,  but  especially  in  diver- 
tissement, though  it  be  a  deep  tragedy;  which  is  a  strange  perfection  in  a 
tragedy,  it  being  most  proper  here,  and  suitable'  (Jan.  7,  1667).  With 
HatHlttiie  was  'mightily  pleased'  (Aug.  31,  1668).  On  the  other  hand,  he 
considered  A  Midsummtr  Night's  Drtattt  '  the  most  insipid,  ridiculous  play 
that  ever  he  sew  in  his  life '  (Sept.  35,  166a)  ;  and  Th4  Mtrry  Wiva '  did 
not  please  him  at  all,  no  part  of  it '  (Aug.  15,  1667).  Othtllo  he  had  '  ever 
heretofore '  esteemed  a  mighty  good  play,  but  he  having  so  lately  read  The 
AdvtnlHrts  cf  Ftvt  Hours,  it  seemed  to  him  in  comparison  'a  mean  thing' 
(Aug.  30,  1666).  This,  however,  was  the  impression  left  upon  him,  not  by 
seeing  Ot/ullo,  but  by  reading  it. — In  the  Diary  of  Eveljtn,  a  man  of  genuine 
iterary  taste  and  training,  the  only  reference  to  Shakspere  as  a  dramatist 
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As  was  indicated  above,  the  general  tendency  of  the  OpinicH  *>« 
literature  of  the  Restoration  and  next  ensuing  periods  was  ^^  u,/"* 
one  of  subserviency  to  foreign  influences.  Although  the  RaioraHoH 
force  of  this  tendency  has  probably  been  much  exa^erated,  ^^'^i„;',~ 
yet  its  effects  are  undeniable.  Indeed,  it  would  be  dilHcult  ftnod. 
to  instance  any  branch  of  contemporary  English  literary 
composition  in  which  the  writers  of  these  periods  did  not 
in  practice  lai^ly  imitate  foreign  models,  and  in  theory 
borrow  from  foreign  dogmatists  their  conceptions  of  the 
rules  of  their  art.  The  French  drama  in  especial,  which 
in  the  course  of  these  periods  reached  the  summit  of  its 
greatness,  was  largely,  though  very  far  from  exclusively, 
imitated  by  the  writers  of  English  tragedy,  and,  though  by 
no  means  to  the  same  degree,  by  those  of  comedy  also ; 
while  not  a  few  of  the  rules  of  dramatic  art  '  read  into ' 
the  ancients  by  French  literary  criticism,  as  well  as  of 
the  methods  sanctioned  by  the  usage  of  the  chief  French 
dramatists  themselves,  were  commended  by  English  writers 
and  made  more  or  less  familiar  by  English  practice.  The 
Elisabethans,  and  Shakspere  above  all,  did  not  always 
fare  well  at  the  hands  of  the  English  critics  of  this  age  ;  on 
the  other  hand,  it  must  not  be  forgotten  that  before  Dryden 
literary  criticism  as  applied  to  the  drama  was  virtually  un- 
known in  England,  and  that,  apart  from  Dryden's  noble 
enthusiasm  in  favour  of  genius  wherever  he  recognised  it, 
Shakspere  and  the  Elisabethans  could  not  but  gain  in 
reputation  far  more  than  they  lost,  so  soon  as  they  began 
to  be  criticised  at  alP. 

is  the  rather  ambiguous  notice,  uoder  Nov,  a6,  1661 :  '  I  saw  Hamltt,  PrtHCt 
ofDtttmark  played,  but  now  the  old  plays  began  to  disgust  this  refined  age 
since  his  Majesties  being  so  long  abroad.'  There  is  atso  a  mention  of 
a  portrait  of  Shakspere  in  Evelyn's  CornsponiUtiet  (vol.  iii.  p.  444,  ed. 
1679). — I  may  add  a  reference  to  two  allusions  in  this  period  to  Fabtaff, 
pointed  out  to  me  respectively  by  Professor  Toller  and  (I  think)  Mr.  Leslie 
Stephen.  In  Pepys'  Diaiy  (Aug.  09,  1666)  Sir  W.  Coventry  is  mentioned 
as  humorously  quoting  Falstaff;  and  in  SleU  Trials,  x.  570,  in  the  curious 
case  of  Lady  Ivy  (1684),  Lord  Jeffreys  says  :  '  If  he  should  swear  as  long  as 
Sir  John  Falstaff  fought  '(i.e.  a  long  hour  by  Shrewsbury  clock)  '  I  would 
never  believe  him.' 

'  This  is  excellently  brought  out  by  Mr.  Ernest  Walder  in  the  chapter  on 
Dryden  which  forms  part  of  his  History  of  Shabsptruut  CriUduu,  ii«w  on  the 
eve  of  publication.     I  have  freely  used  what  I  have  seen  of  this  book,  and 
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For  to  Dryden,  and  to  no  other  writer,  belongs  the  credit 
of  havii^  led  the  way  as  a  critic  of  the  drama  and  of  its 
masterpieces  in  our  literature — a  claim  impaired  but  little 
by  the  mistakes  into  which  he  may  have  been  led  by  the 
tendencies  of  his  age  or  by  the  negligence  which  was  in 
a  sort  a  defect  of  one  of  the  most  characteristic  qualities 
of  his  genius — its  liberality,  if  I  may  so  apply  the  word. 
*^™  Yet  it  should  not  be  foi^otten  that  in  this  Restoration  age — 
,6ji).  more  than  two  years  indeed  after  the  first  aiid  most  important 
of  Dryden's  critical  essays  was  composed ' — the  greatest  poet 
to  whom,  after  Shakspere  himself,  England  had  given 
birth,  had  published  his  masterpiece,  and  that  no  English 
writer  has  ever  been  better  qualified  than  Milton,  both  by 
training  and  by  inborn  powers,  for  a  critical  appreciation 
of  the  achievements  of  his  literary  predecessors.  But  the 
historic  current  of  his  earlier  days,  and  the  impetus  with 
which  he  had  cast  himself  into  it  in  obedience  to  the 
irresistible  dictates  of  his  moral  being,  were  stronger  than 
the  student's  aesthetic  sympathies  with  ideals  out  of  the 
reach  of  his  actual  grasp.  In  the  beautiful  twin  lyrics, 
composed  at  least  four  years  before  the  outbreak  of  the 
great  conflict  whose  essential  causes  he  had  already  divined, 
he  iiad  referred  to  the  modem  stage  and  its  literature, 
although  in  some  sense  he  was  in  contact  with  both.  In  terms 
of  very  restricted  approval.  'Gorgeous  Tragedy'  to  his 
mind  found  appropriate  representatives  in  the  dramatised 
legends  of  the  Attic  poets,  or  in  '  what,  though  rare. 

Of  later  age 
Ennobled  hath  the  buskin'd  stage'.' 

And,  albeit  that  among  the  writers  for '  the  well-trod  stage' 
{a  suggestion  of  disrespect  seems  to  me  to  lurk  in  the 
epithet^)  Milton  pays  a  kindly  tribute  both  to  Jonson  and  to 

of  the  same  writer's  Harness  Prize  Essay  on  Shakspfriati  Crilicism,  Itxiual 
and  liUrary,Jrem  Diydm  to  Ihi  tnd  o/llu  Eighltmth  C()f/t(fy(iB95),  of  which 
it  is  an  expansion,  in  revising  this  section  of  the  present  chapter, 

'  Cf.  Dr.  R.  Gamett,  Tht  Agt  o/ Dtyden  (iBgs),  p.  151. 

'  See  //  Pttutntao. 

*  Such  is,  however,  not  the  opinion  of  Mr.  F.  T.  Palgrave,  whose  per- 
ception in  such  matters  is  so  singularly  Sna 
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Shakspere,  yet    the    latter  and   more  elaborate  allusion 
suggests  that  when 


Warbled  his  native  woi 

there  was  lacking  in  them  something, — shall  we  say  the 
perfect  discipline  of  the  Muses '  ?  The  Epitaph  en  the 
Admirable  Dramatic  Poet  W.  Shakespeare  (1630)  is  con- 
siderably earlier  in  date  than  L' Allegro ;  its  enthusiasm, 
which  there  is  no  reason  for  depreciating  as  the  enthusiasm 
of  youth,  is  indisputable ;  but  it  contains  the  germ  of 
the  same  distinction  in  the  contrast  drawn  (no  doubt 
favourably  to  them)  between  Shakspere's  'easy  numbers' 
and  'slow-endeavouring  art.'  The  curious  reference  in 
Eikonoklastes  (1649)  to  Shakspere's  Richard  III  as  illus- 
trating by  a  celebrated  passage',  and  'other  stuff  of  this 
sort,'  which  '  may  be  read  throughout  the  whole  tragedy,' 
the  religious  hypocrisy  of  tyrants,  and  of  King  Charles  I 
in  particular,  is  really  beside  the  mark,  except  as  showing 
the  writer's  familiarity  with  the  source  of  his  illustration  '. 

'  Sec  L'AlUgro.  The  above,  I  see,  is  also  the  opinion  of  one  of  the 
most  competent  of  recent  editors  of  Milton,  who  holds  that  '  tlie  Couplet  in 
fact  is  faint  praise,  and  it  ma;  be  doubted  whether  Milton  had  a  very  keen 
sense  of  Shakespeare's  greatness.'  See  the  exhuustive  note  on  the  passage 
in  Mr.  A.  W.  Verity's  edition  of  Milton's  Lycidaa  and  other  Poems,  Ktt 
Press  Series,  Cambridge,  1891,  ppt  gi-a ;  where  it  is  observed  that  Millon 
was  here  probably  thinking  of  A  Midaummtr  Nigkfs  Dnam  and  Tht 
Timptsl,  to  which  two  plays  there  seem  to  be  '  more  allusions  in  his  poems 
than  to  all  the  rest  of  Shakespeare's  dramas  put  together.'  Mr.  Verily  adds 
that  'the  passages  in  which  Milton  con  be  said  to  have  borrowed  from 
Shakespeare's  tragedies  are  very  rare.  He  tells  the  story  of  King  Ltar  at 
considerable  length  in  his  History  of  Britain,  but  there  is  no  mention  of  the 
play.'^ln  the  Thtatrum  PotlaruiH  A«glieanortim,  published  in  1675,  by 
Edward  Phillips,  Milton's  nephew  and  pupil  (edition  of  1890,  p.  340],  We 
find  a  cHticiam  of  Shakspere  in  which  we  may  suspect  a  reminiscence  of  the 
passage  in  L' Allegro :  '  Though  some  others  may  perhaps  pretend  to  a  more 
exact  decorum  and  ceconomie,  especially  in  tragedy,  never  any  expressed 
a  more  lofty  and  tragic  height ;  never  any  represented  nature  more  purely 
to  the  life,  and  a/here  the  polishnunis  of  arf  art  most  wanting,  as  probably 
Alls  leartiing  was  not  extraordinary.  At  pitasilh  ailh  a  ciriain  uiild  and 
nativt  elegance;  and  in  all  his  writings  hath  an  unvulgar  style,  as  well  in 
his  Vinus  and  Adonis,  bis  Rape  of  Lucrece,  and  other  various  poems,  as 
in  his  dramatics.' 

'  '  I  do  not  know  that  Englishmen  alive,'  &e.  (act  ii.  sc.  i). 

*  CC  Uasson's  Lift  of  Milton,  vol.  iv.  p.  137  nolt.    Tie  sneering  assertion 
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In  his  old  age  (1670-1),  when  himself  using  the  tragic  form 
as  a  vehicle  of  his  sense  of  isolation  and  scorn,  Milton 
would  hear  of  no  models  of  tragedy  but  the  ancients  and 
their  Italian  followers,  and  reprobated  the  '  error  of  inter- 
mixing comic  stuff  with  tragic  sadness  and  gravity ;  or 
introducing  trivial  and  vulgar  persons,  which  by  all  judiciers 
hath  been  counted  absurd,  and  brought  in  without  discre- 
tion corruptly  to  gratify  the  people^,'  The  author  of 
Hamlet  must  bear  his  share  of  the  reproach. 

But  Milton,  under  this  as  under  other  aspects,  dwelt  apart. 
Dryden  not  only  stood  in  the  midst  of  the  literary  activity 
of  the  Restoration  &ge.,  but  in  his  own  literary  creations, 
and  more  especially  in  those  of  the  dramatic  kind,  by  his 
own  confession  too  often  allowed  himself  to  be  carried  away 
by  the  current  which  at  times  no  other  writer  showed 
himself  so  capable  of  directing.  While,  however,  of  his 
own  dramatic  work  it  has  been  said  with  truth  that  the 
style  which  he  was  principally  instrumental  in  introducing 
into  English  tragedy  was  but  little  in  consonance  with  his 
own  natural  genius^,  in  his  dramatic  criticism,  and  more 
especially  in  his  criticism  of  Shakspere,  the  instances  are 
comparatively  rare  when  he  failed  to  think  and  speak  for 
himself.  The  general  character  of  this  criticism,  which 
will  be  examined  more  in  detail  below,  has  been  frequently 
misjudged,  partly  because  slight  regard  has  beoi  paid  to  the 
order  in  date  of  its  several  phases,  and  more  notably 
because  its  minor  points  have  been  emphasised  rather 
than  its  principal  issues*.     Dryden  was  the  first  English 

that  Shakspere  'we  well  know  was  the  closest  campanion  of  these  his'  (the 
king's)  'solitudes'  is  unworthj'  of  Milton,  but  not  inleoded  to  depreciate 
Shakspere. 

'  See  the  Preface  to  Sohisoh  Agonislts.  The  interesting  circumstance 
that  Milton  had  himself  in  his  earlier  year^  contemplated  the  dramatic  treat- 
ment of  the  theme  of  Macbtlh  will  be  noticed  below. 

'  Heltner,  LittmiHi^ticliichU  dts  18.  JakrhuMtUrts  (and  edn.  1865),  vol.  i. 
P-9*- 

'  The  wiitingis  o(  Dryden  noticeable  under  this  head  are  his  magnificent 
dialogue  On  Dramatic  Pmsy  (originally  written  in  1665,  and  published  in 
1667J ;  the  Diftxt  t^  an  Essay  on  Dramah'e  Potsy  (166B)  ;  the  short 
Preface  to  TMt  Ttmptst  (1669)  ;  the  essay  O/  Hirok  Plays  (1673)  ;  the 
Dtfmet  t^  Ou  EfHttgut  lo  Tkt  Coitgufst  of  Granada  (167a)  ;  the  Preface  to 
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critic  who  gave  adequate  and  ample  expression  to  the 
admiration  inspired  by  the  greatness  and  comprehensiveness 
of  Shakspere's  genius,  and  by  his  truthful  representation  of 
human  nature  in  its  variety  and  complexity.  In  view/ 
of  this  fact,  it  is  of  little  importance  that  he  could  noti 
wholly  free  himself  from  the  authority  of  supposed  canond^ 
of  dramatic  composition — derived  not  from  Aristotle,  but 
from  Corneille's  uncanonical  interpretation  of  Aristotle — 
recognised  as  insufficient  by  Dryden  himself ;  while  it  is  of 
still  less  moment  that  he  for  a  time  upheld  a  theory  as  to 
dramatic  versification  at  variance  with  the  surer  instincts 
of  Etisabethan  practice.  And,  from  this  broader  point  of 
view,  we  may  altogether  pass  by  such  incidental  short- 
comings of  judgment  as  appear  in  criticisms  of  particular 
plays  with  which  Dryden  was  either imperfectlyacquainted, 
or  which  in  a  way  not  uncommon  with  him  he  rather 
negligently  remembered,  or  in  the  merely  fugitive  comparison 
between  Shakspere  and  Fletcher  as  having '  writ  better,'  the 
former  '  betwixt  man  and  man,'  the  latter  '  betwixt  man  and 
woman*.'  In  sum,  i.'  zn  apologetic  admixture  in  Dryden's 
criticism  of  Shakspere  may  be  charged  to  the  account  of 
influences  which  he  was  in  too  close  an  accordance  with 
his  times  to  disown,  the  secret  of  Shakspere's  greatness  was 
to  him  no  longer  a  secret,  and  was  through  him  first  unlocked 
for  those  who  could  read  with  understanding. 

It  was  in  the  nature  of  the   case,  that  the  essence   of 
Dryden's  criticism  should  only  slowly  communicate  itself  to 

All  fin-  Lam  (1678),  and  the  essay,  interpolated  in  the  Preface  to  Troilus  and 
Cnsaida,  on  Thi  Grounds  of  CriUdsm  in  Tragwdy  ((679)  ;  besides  the 
Prologue  to  Tht  Ttmptst  (1667),  described  by  Sir  Walter  Scott  as  'one  of 
the  most  masterly  tributes  ever  paid  at  the  shrine  of  Shakespeare,'  the 
Prologue  to  AHmtg-tebi  (1675),  the  Prologue  to  All  for  Lovt  (1678',  and 
passages  in  other  Prologues.  In  the  Globe  edition  of  Dryden's  Poitirul 
Works,  p.  399,  the  late  Hr.  Christie  printed  a  Prologue  to  Julius  Catsar 
Without  committing  himself  to  the  belief  that  it  is  by  Dryden.  The  evidence 
In  favour  of  the  supposition  is  internal  only,  and  far  from  strong  of  its  kind. 
Its  spirit  may  be  gathered  from  the  couplet : 

'  Such  artless  beauty  lies  in  Shakespeare's  wit, 
'Twas  well  in  spite  of  him,  wbate'er  he  writ.' 
'  The  sequel  of  this  remark  in  the  essay  On  tht  groundt  tf  CritUiam  in 
■Tragwdy  should  not  be  overlooked — nor  the  general  comparative  estimate 
which  p. 
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the  literary  world  of  his  age.    Writers  of  the  older  school 
still  harped  upon  his '  nattiral '  gifts  as  contrasted  with  his 
FuiUr        lack   of  culture.     Fuller,  when  enrolling  him  among  The 
'^^.V       Worthies  of  England  (published  posthumously  in   1662), 
had  been  careful  to  point  out  that '  his  Learning  was  very 
little,  so  that,  as  Cornish  diamonds  are  not  polished  by  any 
Lapidary,  but  are  pointed  and  smoothed  even  as  they  are 
taken  out  of  the  Earth,  so  Nature  itself  was  all  the  Art 
Langkaint   which  was  used  upon  him.'     The  conceit  is  quoted  with 
°\6aiand    approval  by  Langbaine  who,  in  h.\s  Account  of  the  Dramatiik 
1*99)-         Poets  {1691),  'took  the  liberty'  of  testifying  to  his  belief  in 
Shakspere's  superiority  to  the  rivals  whom   Dryden  had 
occasionally  seemed  to  place  on  an  equality  with  him,  or  ex- 
tolled at  his  expense.     Langbaine,  however,  had  but  a  slight 
foliage  of  learning  to  offer  as  a  personal  contribution  to  the 
fame  of '  one  of  the  most  eminent  poets  of  his  time ' ;  and 
the  revised  edition  of  his  compilation  by  Gildon — Pope's 
Gildon,  described  by  his  contemporary  Beyer  as  'a  person 
of  great  literature,  but  mean  genius''  (1699) — condenses 
rather  than  expands  this  part  of  the  work. 
Rymtr  The  nadir  of  Shakspere-criticism  in  this,  or  perhaps  in 

t'o93)  j^jjy^  jgg  ^^,25  reached  by  Thomas  Rymer,  the  author  of 
A  Short  View  of  Tragedy,  its  Original,  Bxcelleney  atid 
Corruption,  with  some  Reactions  on  Shakespear,  and  other 
Practitioners  for  the  Stage  (1693).  The  Short  View, 
though  it  went  back  upon  both  Aristotle  and  St.  Augustine, 
was,  in  fact,  but  the  continuation  of  The  Tre^edies  of  the 
last  Age,  &c,  (1678,  republished  in  1692),  where  Beaumont 
and  Fletcher  had  been  the  main  victims  of  the  censor's 
mauling  *.  This  time  Shakspere's  Othello  and  Julius 
Caesar  were  the  chosen  victims  of  a  critical  attempt  which, 
far  from  erring  wholly  on  the  side  of  scholastic  pedantry, 

'  See  Mr.  Leslie  Stephen's  article  on  Gildon  in  vol.  iii.  of  Tht  Dictionary 
of  National  Biography  {iZgo).  I  have  not  seen  Ak  Remarks  on  IktPlayaaHd 
PoBHSo/SAaira^o™,  byGLldon,  included  in  a  volume  published  by  Curll,  in 
1710,  to  pass  OS  a  seventh  volume  to  Rowc's  edition  of  Shakapere.  His 
reply  to  Rymer  is  referred  to  below. 

'  Some  time  before  this,  in  1673,  be  bad  put  forth  a  Preface,  in  which  there 
b  nothing  remarkable,  to  Rapin's  RtfltcHont  on  Aristotle's  Pm'ks— itself  by 
no  means  a  profound  piece  of  criticism. 
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was  waged  in  the  much-abused  name  of '  common-sense '.' 
It  is  unnecessary  to  suppose  personal  motives  to  have  con- 
tributed to  Rymer's  savagery*;  but  while  it  is  difficult, 
even  in  the  case  of  a  writer  to  whom  hbtorical  students 
owe  the  debt  due  to  the  editor  of  the  Foedera,  to  read  with 
patience  his  self-sufficient  diatribes  against  great  dramatic 
poets  both  modern  and  (it  should  be  noted)  ancient,  he 
must  be  allowed  to  have  here  and  there  hit  the  mark. 
Perhaps  the  method  of  criticism  folJowed  by  him  can  hardly 
altogether  avoid  such  incidental  success ;  as  a  whole,  how- 
ever, it  was  hopelessly  at  fault  And  this,  both  because  he, 
insisted  on  ruthlessly  applying  rules  instead  of  perceiving,! 
as  even  Rapin  did,  that  a  valid  rule  is  only  nature  reduced 
to  method — and  still  more  because  he  was  incapable  of 
reverencing  genius.  Dryden  said  of  Rymer  that  he  blas- 
phemed Shakspere ' ;  nor  can  this  imputation,  though  much 

'  '  And  certainly  there  U  not  rcquir'd  much  LeamiDg,  or  that  a  man  must 
be  some  AristoUt,  and  Doctor  of  Sut/tililies,  to  form  a  right  judgment  in  this 
particular;  common  sense  sufBces ;  and  rarely  have  1  known  the  Womitt. 
jtidgts  mistake  in  these  points,  when  they  have  the  patience  to  think,  and 
(left  to  their  own  heads)  they  decide  with  their  own  sense.'  {Tht  Tragtdia 
of  A*  lastAgt.  p.  4.)  Curiously  enough  Rapin  blames  the  French  dramBlisCs 
for  seeking  in  their  choice  of  themes  '  to  please  the  Womtn,  who  have 
made  themselves  Jodges  of  these  divertisements,  and  usurped  the  right  to 
pass  sentence.'   {Rtjititions  on  AtistalU'i  Booi  o/Poayin  particular,  ice.  zx.) 

*  His  tragedy  called  E4gt^,  which  was  intended  to  '  extol  monarchical 
principles '  and  at  the  some  time  to  exemplify  fidelity  to  the  third  unity 
by  compressing  the  entire  action  into  ten  hours,  was  printed  in  1678,  and 
reprinted  in  1691  under  the  title  of  Thi  Engiis/i  MoHarch.  For  an  account 
of  it  see  Genest,  i.  333-5 !  '^  does  not  appear  to  have  been  performed. 
Addison  makes  fun  of  it  in  TJu  Sptciator  (No.  605),  and  after  bim  Sir  Walter 
Scott  described  it  as  a  proof  of  the  lact  '  that  a  drama  may  be  extremely 
regular  and  at  the  same  time  intolerably  dull.'  Dryden  writes  to  Jonson 
(see  Scott's  Dtydtn,  revised  by  Saintsbury,  vol.  xviii.  p.  iia)  that  he  had 
received  'an  intimation  from  ■  friend  by  letter,  that  one  of  the  secretaryes, 
1  suppose  Trenchard,  had  infonned  the  Queen,  that  he  had  abused  her 
government;  and  that  thereupon  she  had  commanded  her  historiographer 
to  fall  upon  his'  (Dryden's)  ' play es.'— Rymer  is  thought  to  be  specially 
aimed  at  in  Butler's  lines  Upon  Critics  aiho  judgi  of  Madmi  Plays  prtdsily 
by  tht  Units  of  (ht  Andmta  (see  R.  Bell's  edition  of  T/it  Poems  of  Samiul 
BuiUr,  vol.  iiL  p.  104). 

*  '  You  see  what  success  this  learned  critick  has  found  in  the  worid,  after 
his  blaspheming  Shakspeare.  Almost  all  the  faults  which  he  has  discovered 
are  truly  there ;  yet  who  will  read  Mr.  Rymer,  or  not  read  Shakspeare  t 
For  my  own  part  I  reverence  Hr.  Rymer's  learning,  but  I  detest  his  ill- 
nature  and  his  arragance.      I  indeed,  and  such  as  I,  have  reason  to  be 
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graver  than  the  chaise  which  may  be  added  of  his  having 
misinterpreted  Aristotle,  be  held  excessive  as  against  a  writer 
who  compares  the  quarrel  between  Brutus  and  Cassius  to 
'  a  tryal  of  skill  in  huffing  and  swaggering  between  two 
drunken  Hectors  for  a  two-penny  reckoning,'  and  condemns 
the  story  of  Othello  as  '  a  senseless,  trifling  tale.' 
fttpiitsio         Rymer's   criticism  was  in  this  sense  serviceable  to  the 
faidon        growth  of  Shakspere's  fame,  that  it  led  to  a  more  careful 
and  study  of  writings  which  had  been  censured,  not  without 

^^™""-'  a  certain  plausibility  in  some  minor  points,  after  so  provo- 
cative a  fashion.  Among  those  who  felt  it  incumbent 
upon  them  to  take  up  the  implied  challenge  were  Charles 
Gildon',  who  has  already  been  mentioned,  and  John 
Dennis*,  the  pair  whose  '  friendship  long  confirm'd  by  age' 
Pope's  malice  afterwards  depicted  as  engaged  in  fratricidal 
conflict^  In  the  present  instance  they  were  cordially  at  one 
in  their  admiration  of  the  genius  of  Shakspere ;  but  while 
Gildon  shows  himself  to  all  intents  and  purposes  still  under 
the  dominion  of  the  restrictions  imposed  by  adherence  to 
the  French  rules  upon  a  frank  acceptance  of  Shakspere's 
method,  Dennis,  who  in  a  later  work  returned  to  the  general 
theme,  although  regretting  Shakspere's  want  of  acquaint- 
ance with  the  ancients,  vindicated  to  him  an  eminence  in 
tragedy  unsurpassed  in  any  age. 
jiroHy  The  purpose   of  Jeremy   Collier's   Short    View  of  tht 

(iSqa).  Immorality  attd  Profaneness  oj  the  English  Stage  {1698)  was 
an  attack  upon  its  actual  condition.  His  remarks  on  Shak- 
spere and  the  Eiisabethan  drama  in  general  are  accordingly, 
of  their  kind,  incidental,  and  should  be  judged  as  illustrations 

afraid  of  him,  but  Shatspeore  bas  doL'  (Dryden  to~as  it  happened— Dennis, 
Scott's  DiytUn,  revised  by  Saintsbury,  vol.  ipiii.  p.  117.)  This  passage  by 
itself  warrants  Johnson's  declaration  (in  his  '  Life  of  Dryden,'  in  the  Livs  of 
tkt  Foils)  that  it  is  more  eligible  to  go  wrong  with  Dryden  '  whose  criticism 
has  the  majesty  of  a  Queen,'  than  right  with  Rymer '  whose  criticisni  has 
the  ferocity  of  a  tyrant.'  Pope's  opinion,  according  to  Spence,  Chat  Rymer 
was  'one  of  the  best  critics  we  ever  had,'  'maybe  accounted  for  by  the 
relationa  between  him  and  Dennis.' 

'  Somt  RtfitctKins  on  Mr.  Rymer's  Short  Vumi,  1693. 

'  Tht  Impartial  Crihcib^^.    Ontht  Gimus  and  IVrititigsof  Shaitsptart,iiia. 

'  See  ThrDunaad.Zii.  iii.  w.  173-8.  Concerning  Giidon  and  Dennis  as 
critics    of   Shakspere,  see   E.   Walder,  fOslory  of  ShaJaperian   Criticism, 
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adduced  in  furtherance  of  the  author's  main  object  At  the 
same  time  Collier  shows  a  cordial  appreciation  of  the  essen- 
tial merits  of  the  Elisabethan  drama,  observing  that  its 
main  tendency  is  moral  and  (quis  negabitf)  that  Shakspere 
when  he  misbehaves  gains  nothing  by  his  misbehaviour  *. 

While  thus  the  English  stage  and  its  censors — sympa-  Pmgnsa 
thetic,  supercilious,  or  hostile — were  turning  or  returning  *L^/„„,^, 
to  Shakspere  as  part  and  parcel  of  its  fortunes  and  its  fame,  oj  skak- 
his  own  reputation  had  advanced  into  the  broad  light  of  ^*^' 
day.  On  the  stage  his  ascendency  among  its  older  writers, 
after  being  at  first  disputed  by  one  or  two  other  favourites, 
was  gradually  passing  beyond  the  range  of  controversy. 
Into  ordinary  libraries  a  folio  edition  of  his  works,  or  an 
unauthorised  quarto  copy  of  a  popular  play  bearing  his  name, 
cannot  very  often  have  found  its  way.  Some  time  was 
needed  for  the  relations  between  the  supply  and  what 
cannot  but  have  been  a  growing  demand  to  establish  them- 
selves  on  a  more  convenient  footing*.  Without  the  impulse 
given  by  the  critical  spirit  of  the  Restoration  age,  and 
lai^ely  given  under  the  influence  of  French  examples,  it 
may,  however,  be  doubted  whether  the  notion  of  editing 
Shakspere  would  have  suggested  itself  so  soon  as  it  did  to 
English  men  of  letters.  Of  even  the  beginnings  of  textual 
criticism,  a  genuine  interest  in  an  author,  and  a  belief  in 
a  response  to  the  labour  implied  in  exerting  it,  as  a  rule 
form  indispensable  conditions. 

The  first  edition  of  Shakspere  published  in  octavo,  and  EaHy 
appealing  to  the  favour  of  a  wider  circle  of  readers,  was  ^a^^ 

'  Jeremj  Collier's  remarks  on  Lhe  person*^  of  FaUtaff  toay  be  com- 
mended to  commenUtors  (including  actoc?  of  the  ctianlcter]  who,  in  at- 
(empting  to  purge  away  the  grossnes,  have  done  iojuatice  to  the  human 
(not  to  say  the  moral)  significance,  of  the  character. 

'  The  late  Hr.  W.  Bodham  Donne,  when  near  the  close  of  a  literaiy  career 
which  I  regard  with  sincere  admiration  he  honoured  this  book  with  a 
notice,  took  occasion  in  it  to  point  out  how  imperfectly  Shakspere's  works 
were  known  in  the  early  yeara  of  the  eighteenth  century.  '  For  example, 
when  passages  are  cited  from  them  in  Tiu  TalUr,  they  are  either  inac- 
curately given,  or  tfaey  arc  copied  fiom  the  prompter's  books.  Addison, 
who  may  be  said  to  have  introduced  Milton's  Parodist  ImsI  to  multitudes  of 
English  readers,  seems  to  have  been  almost  ignorant  of  Shakspere's  existence, 
Uiough  be  is  not  niggardly  of  praise  to  several  of  the  Uestoration  dramatists.' 
See,  however,  below. 
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Rowii        that  by  Rowe,  which  bears  the  date  of  1709^.     Nicholas 
f  ,-„j         Rowe,  who  was  poet-laureate, '  sheltered '  his  edition  under 
the  patronage  of  the  Chancellor  of  the  University  of  Cam- 
bridge.    Himself  a  dramatist  of  more  than  ordinary  merit 
— of  course  of  the  French  '  classical '  school— he  was  able  to 
supply  details  of  a  kind  which  dramaturgic  experienre  is 
alone  fully  qualified  for  furnishing  ;  he  entertained  an  ardent 
veneration  for  the  great  master  of  his  art,  and  a  love  for  the 
man  whose  biography,  with  the  aid  of  information  gathered 
at  Stratford  by  the  great  actor  Betterton ',  he  was  the  first 
to  endeavour  to  construct.     But  he  was  neither  ambitious 
of  textual  criticism  nor   qualified  for  it,   and   unwittingly 
did  ill  service  to  Shakspere  by  basing  the  modernised  text 
of  his  popular  edition,  which  in  its  turn  became  the  founda- 
tion of  the  text  of  all  subsequent  editions  before  Capell's, 
upon  that  of  the  corniptest  of  the  Folios  (the  fourth) '. 
Shaksprrt't       We  are  now  in  the  reign  of  Queen  Anne,  and  in  the 
f^'dtfim-  so-called  Augustan  age  of  English  literature.     It  was  the 
tiydytftab-  age  in  which  the  policy  of  William  III  had  at  last  home 
•Augt^an'  fruits,  gathered  throi^h  the  agency  of  the  great  general  and 
•*p-  statesman  to  whom  he  had  bequeathed  his  political  inherit- 

ance ;  the  age,  too,  in  which  England  stood,  more  decidedly 
than  at  any  other  time  in  her  history,  in  the  van  among 
the  states  of  Europe,  as  the  representative  of  prepress  in 
almost  every  field  of  intellectual  life.  In  those  days,  if  our 
literary  men  at  times  aspired  to  be  statesmen,  our  statesmen 
desired  with  at  least  equal  ardour  to  be  accounted  literary 
men,  or  at  all  events  to  stand  forth  as  the  sympathetic  friends 
and  patrons  of  literature.  In  this  period  Shakspere's  literary 
feme  may  be  said  to  have  been  definitively  established. 

'  The  data  In  the  text  as  to  succesdve  editions  of  Shakspere  are  mostljr 
taken  (rom  the  Preface  in  the  Cambridgt  SMaitsptarr,  and  F.  Thimm's 
Shaliiptariatui  from  1564  to  1864  (and  edn.,  187a).  See  also  Halliwell's 
Shttkisptriema  (1B41}  and  Hr.  E.  Walder's  euftjr. 

'  R.  Lowe,  TJumasBtUtrioH.p.  178. 

*  Pope  used  Rowe'9  text  as  the  basis  of  his  edition,  introducing  a  few 
readings  from  the  quartos ;  Theobald,  who  went  back  more  diligently  to  the 
original  prints,  Hanmer  and  Warburton,  similorl;  used  Pope  ;  and  Johna<Mi, 
who  restored  some  readings  of  the  First  Folio,  Warburton.  See  Walder, 
p.  l8. 
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A  large  number  of  editions  published  in  succession,  and  Pope's  nti- 
more  or  less  in  rivalry,  to  one  another,  attest  the  growing  """(^'"s)- 
recognition  of  his  pre-eminent  importance  and  popularity. 
Of  these  the  first  after  that  of  Rowe  was  Pope's.  He  had 
achieved  glory  and  a  competence  by  his  translation  of 
Homer ;  and  the  booksellers  were  sure  that  he  would  be  able 
to  bestow  upon  the  public  that  perfect  edition  of  Shakspere 
for  which  the  time  had  obviously  arrived.  The  work,  the 
result  of  a  labour  neither  single-minded  nor  single-handed ', 
made  its  appearance  in  1735,  in  six  quarto  volumes.  As 
has  been  well  remarked  *,  a  passage  in  the  Preface  to  this 
edition  contains  a  very  fair  description  of  what  the  editor 
did  not  do  in  it.  For  Pope  there  observes  that  'he  has 
discharg'd  the  dull  duty  of  an  editor,  to  his  best  judgment, 
with  more  labour  than  he  expects  thanks,  with  a  religious 
abhorrence  of  all  innovation,  and  without  any  indulgence 
to  his  private  sense  and  conjecture.'  The  keynote  to 
Pope's  spirit  as  an  editor  is  the  quality  best  expressed 
by  a  word  that  has  the  authority  of  both  Shakspere  and 
Pope  himself,  viz.  the  cocksure.  His  canons  of  spelling,  e.g., 
are  so  certain  and  precise  that  he  coiTects  the  loose  ortho- 
graphy of  the  folio  followed  by  Rowe  with  a  schoolmaster's 
promptitude  and  rigour;  while  his  confidence  in  his  own 
power  of  conjecture  is  so  absolute  that  he  introduces  his  own 
emendations  into  the  text  with  unscrupulous  freedom.  At 
the  same  time  Pope's  ingenuity  and  quickness  of  mind  asserted 
themselves ;  his  emendations  are  frequently  surprisingly 
able,  and  often  undoubtedly  amount  to  an  obvious  restora- 
tion of  the  true  text  At  other  times  his  omissions  are 
mere  corrections^  dictated  by  that  superiority  of  taste  to 
which  all  texts  must  yield.  Yet  he  was  not  sii^lar  in 
this  conception  of  textual  criticism,  and,  had  he  been  trained 
a  scholar,  his  name  might  have  stood  at  no  unmeasurable 
distance  from  that  of  the  very  Bentley  whose  '  desperate 

*  Pope  wu  Bsaisced  in  It  by  F«Dton,  who  received  '  30/.  14^.  for  his  share 
in  Pope's  meagre  edition  of  Sbalispere.  Very  little  labour  was  bestowed 
upon  the  work,  and  much  of  that  little  was  done  by  Fenton  and  Gay,'  See 
Elwin's  Pof€,  vol.  viii.  p.  8a,  Hoii. 

*  Preface  to  Catiibridgt  Shaksptart,  vol.  L  p.  zziz. 
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hook'  he  ridiculed.  The  'awful  Aristarch'  himself  might 
have  done  great  service  to  the  text  of  Shakspere,  whose 
text,  however,  is  on  the  whole  to  be  considered  fortunate 
in  having  escaped  the  more  than  parental  supervision  which 
Bentley  bestowed  on  Milton's. 
'  Upon  Pope's  Shakspere  {which  had  passed  with  con- 
siderable rapidity  through  three  editions,  and  afterwards 
reached  a  fourth)  followed  that  of  Theobald,  in  1733. 
Lewis  Theobald  had  six  years  previously  incurred  the 
wrath  of  Pope  by  a  too  free  criticism  of  the  demerits  of 
his  edition  of  Shakspere  in  a  pamphlet  devoted  to  the 
subject ' ;  and  Pope's  revenge  had  been  to  constitute  his 
critic  the  original  hero  of  the  Dunciad.  Theobald  had 
some  knowledge  of  the  ancient  as  well  as  of  the  modem 
drama  ^,  and  some  acquaintance  with  the  books  which  might 
have  been  known  to  the  author  whom  he  criticised  '.  He 
had  for  sonie  time  made  a  special  study  of  Shakspere,  on 
passages  of  whose  works  he  was  in  the  habit  of  contri- 
buting notes  to  a  weekly  paper  called  Mists  Journal — 
'  crucifying  Shakspere  once  a  week,'  according  to  a  line 
omitted  from  the  later  editions  of  the  Dunciad.  Theobald's 
reputation  as  an  editor  of  Shakspere  has,  however,  survived 
that  of  his  spiteful  predecessor,  and  justly  so.  He  was, 
which  Pope  was  not,  conscientious,  and  did  his  work 
with  care ;  unlike  Pope,  again  (whose  improvements  of 
Rowe  were  only  in  a  very  slight  measure  due  to  refer- 
ences to  the   First   Folio  and  some   of  the   quartos),  he 

'  Shaisftar  Rtstortd,  or  a  Sptdmtti  of  Ihi  ntany  Errtm  cemtmtitd  ta  mil 
aa  unamaidtd  by  Mr.  Pojn  in  kU  l^tt^titm  of  Uu  Pott  {ii^). 

'  Theobald  was  a  Greek  scholar  of  considerable  knowledge,  which  (u 
Mr.  Elwin  has  auflicieRtly  demonstrated!  Pope  was  not,  and  publisbed 
translations  of  plays  of  Sophocles  and  Aristophanes.  He  adapted  Richard  II 
for  the  stage  (1790),  and  published  as  Shakspere's  a  play  called  Tht  Doublt 
FaUeliood  {iiaS),-<Hiaiit  a  founded  on  the  story  ofCardenio  in  Don  Qidmit, 
and  is  thought  to  have  been  very  probably  written  by  ShiHey.  See  Dyce's 
edition  of  Shirley's  IVarJts,  vol.  t.  p.  lix ;  and  for  an  account  of  the  play, 
Gcnest,  iii.  305.  Cf.  a  note  by  Professor  R.  Sachs  in  Jakriuth  d.  dmtsdim 
Slialnsptar*-Gts*tlschaji,  vol.  ixvii.  (1899),  p.  195. — The  Dyce  Library  at 
South  Kensington  also  cootains  TTu  Cow  0/  Poverty,  a  poem  written  by 
Theobald  'in  imitation  of  Shakespeare^' 

■  Warton  calls  Theobald  the  first  editor  of  Shakspere  who  hit  upon  the 
rational  method  of  coirecting  his  author  by  reading  such  books  as  the 
author  himself  had  read     ThiiDm,  ShalaptanaHa,  p.  5. 
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corrected  the  basis  of  his  text — viz.  Pope's  own — by  means 
of  a  diligent  collation  of  the  existing  prints ;  and  he  added 
many  emendations  of  his  own  of  real  ingenuity  and  acknow- 
ledged merit 

Upon  the  above  ensued  a  series  of  editions,  which  it  is  uone-  Htamwr't 
cessary  to  seek  to  characterise  individually,  more  especially  '■''**'■ 
as  some  of  them  are  no  longer  in  ordinary  use.    Sir  Thomas 
Hanmer's,  published  in  1774  at  the  Oxford  University 
Press,  of  which  the  only  excellence  seems  to  have  been  the 
beauty  of  its  type,  but  which   called   forth   a   tribute   of 
recognition   from    the   poet    Collins',   was   succeeded    by 
Warburton's  (1747),  professing  to  follow  Pope's  text,  but  in   Wathur- 
reality   departing  very   freely   from   it,  and   freely   intro-  (1747), 
ducing    the    emendations    of   other    editors,    and    above 
all   Warburton's    own.      According    to    Mark    Pattison', 
even  Johnson's  Preface  could  not  open  Warburton's  eyes 
to  the  fallacy  of  his    belief  in   himself  as  a   restorer  of 
Shakspere '.     Next  came  Hugh  Blair's  (1753) ;  and  Samuel  Blot's 
Johnson's,  which  was,   after  a   long   delay,  completed  in  V^       . 
1765.     Of  this  edition  the  Preface  and  the  brief  observa-  (1765% 
tions  on  the  several  plays  form  by  far  the  most  valuable 
portion.     For  a  thorough  textual  criticism  Johnson  hardly 
possessed  the  necessary  qualifications,  besides  being  ham- 
pered  by  the   physical   difficulty  of  a  defective  eyesight. 
His  text  is  based  upon  Warburton's ;  but  he  had  examined 
the  First  Folio,  and  the  dialectical  ingenuity  and  straight- 
forwardness of  his  critical   intellect,  the  robustness  of  his 
memory,  and  his  considerable  acquaintance  with  as  much 
of  our  earlier  literature  as  was  in  his  time  known  to  any 

^  See  Collins'  Efistb  addrastd  to  Sir  ThotHoa  Hatimtr,  on  Ma  tdHion  <^ 
SkahisptttHt  fVoris.  Tbese  lines  show  >  wmnn  admiration  for  Shakspere 
on  the  part  of  CoUina,  who  speaks  of  bim  as '  the  perfect  boast  of  time.' 
The  distinction  which  he  draws  between  Shakspere  and  Fletcher  is  the 
■Bine  >s  that  attempted  by  Diyden.  While  Fletcher  was  a  master  in  the 
depiction  of  female  passion — 

'  Stronger  Shakespear  felt  for  man  alone : 
Drawn  by  his  pen,  our  ruder  passions  stand 
The  unrivall'd  picture  of  his  early  hand.' 
'  Eisttyt  (1889!,  vol.  ii.  p.  134. 

*  Foote's  joke  (the  best,  according  to  his  own  judgment,  he  ever  made), 
about  '  Waliiurton  upon  Shakspere,'  will  be  remembered. 
VOL.  I.  Mm 
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but  a  few  professed  antiquaries  *,  frequently  helped  him  to 
conjectures  which  have  since  gained  general  acceptaace. 
Joh«»(m  as  On  the  other  hand,  he  brought  to  the  study  of  Shak^)ew; 
"'"  '"  the  full  power  of  a  large  and,  in  the  best  sense,  liberal 
intellect.  He  was  indeed  still  under  the  influence  of  the 
literary  tastes  of  the  Augustan  age.  He  could  not  concdve 
of  a  poet  greater  than  Pope.  He  could  think  a  felicitously- 
toned  description  in  Congreve's  Morning  Bride  superior  to 
any  passage  to  be  found  in  Shak^iere.  And,  moreover, 
the  bent  of  his  mind  was  not  poetical ;  nor  could  it  be 
expected  that  Johnson  should  exhibit  a  full  appreciation 
of  Shakspere,  when  even  Goldsmith  was  without  it*.  Thus, 
the  tone  of  Johnson's  Preface  is  cold  when  compared  with 
the  ardour  of  Dryden's  enthusiasm.  But  Johnson  was  wise 
and  broad-minded  enough  to  reject  with  scorn  the  '  minute 
and  slender  criticisms  of  Voltaire,'  and  his  perfect  reasonable- 
ness made  it  easy  for  him  to  see  the  truth  about  tfie 
•unities'  which  Dryden  had  failed  to  grasp.  'Whether 
Shakspeare  knew  the  unities,  and  rejected  them  by  design, 
or  deviated  from  them  by  happy  ignorance,  it  is,  I  think, 
impossible  to  decide,  and  useless  to  enquire.  We  may 
reasonably  suppose  that,  when  he  rose  to  notice,  he  did 
not  want  the  counsels  and  admonitions  of  scholars  and 
critics,and  that  he  at  last  deliberately  perasted  in  a  practice, 
which  he  might  have  begun  by  chance.  As  nothing  is 
essential  to  the  fable  but  unity  of  action,  and  as  the  unities 
of  time  and  place  arise  evidently  from  false  assumptions, 
and,  by  circumscribing  the  extent  of  the  drama,  lessen  its 
variety,  I  cannot  think  it  to  be  lamented  that  they  were 
not  known  to  him,  or  not  observed ;  nor  if  such  anothn' 
poet  should  arise,  should  I  very  vehemently  reproach  him 
that  his  first  act  passed  at  Venice,  and  his  next  in  Cyprus'. 

'  In  1753,  Johnson  wrote  h  Preface  to  Mr*.  Lennox's  Skait^tar  Ulua- 
Irattd,  a  collection  of  stories  on  which  his  plays  are  founded. 

■  See,  in  illustration  of  Ibis  remark,  chap,  x-  (On  lit  Slagt)  of  Goldsmitii's 
tnqtary  inio  Ihi  PmtHl  Slalt  of  Polilt  L^anting  ( 1 750). 

'  This  cavO  bad  already  been  advanced  with  much  show  of  wit  in  Rymer's 
Siotl  Vim:  'For  the  second  act,  our  Poet  having  dispalcht  his  afliirs  at 
Venice,  shews  the  action  next  (I  know  not  how  many  leagues  o(F)  in  the 
Island  of  Cyprus.  The  audience  must  be  there  too  ;  and  yet  our  Bays  bad 
it  never  in  hu  head,  to  make  any  provision  of  Transport  shipa  for  them.' 
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Such  violations  of  rules  merely  positive  become  the  com- 
prehensive genius  of  Shakspeare,  and  such  censures  are 
suitable  to  the  minute  and  slender  criticisms  of  Voltaire.' 
The  passage  which  I  have  quoted  is  written  in  the  true 
spirit  of  criticism ;  for  it  acknowledges,  with  a  distinctness 
wanting  even  to  Dryden's  protests  in  the  same  direction, 
the  paramount  claims  of  creative  genius.  As  Lessing  justly 
says  ^,  the  artist  of  genius  contains  in  himself  the  test  of 
all  rules,  while  he  understands,  retains  and  follows  only  those 
among  them  which  express  his  feeling  in  words.  In  other 
words,  as  genius  varies,  so  the  application  of  rules  must  be 
varied ;  and  it  is  solely  by  an  endeavour  to  understand 
the  intellectual  life  and  developement  of  a  great  artist  (or 
indeed  of  any  artist  whom  it  is  worth  while  to  criticise 
at  all)  that  the  critic  can  vindicate  his  right  to  attention  in 
the  capacity  of  a  guide, — for  to  act  as  such  is  the  one  purpose 
of  his  functions,  whatever  notions  he  may  entertain  of  them 
himself*. 

In  addition  to  this  insight  into  the  nature  of  true  literary 
criticism,  Johnson  was  a  faithful  and  acute  observer  of 
human  character;  and  his  psycholt^'cal  comments,  simple 
and  to  the  point  notwithstanding  their  grandiloquence  of 
diction,  will  frequently  be  found  to  furnish  assistance,  where 
the  more  ambitious  efforts  of  his  successors  have  a  tendency 
to  darken  the  author's  meaning. 

In    subsequent    editions  (from   that  of  1773   onwards)  Johnson 
Johnson  had  the  advantage  of  the  co-operation  of  George  "suncti^ 
Stecvens,  who  had  already  (in  1766)  edited  a  reprint  from  "^i^* 
the  Quartos  of  twenty  of  Shakspere's   plays,  and   whose 
learning  explained,  from  the  literature  contemporary  with 
Shakspere,  many  passages   In   him  that   bad    previously 

>  Cf.  Stahr's  C.  E.  LaaiHg,  i.  396. 

'  It  need  not  be  added  that  the  history  of  the  classical  drama  in  itself 
suffices  to  teach  the  necessity  of  keeping  in  vien  the  relation  between  rules 
and  Uie  rights  of  creative  power.  Already  Ben  Jonson  very  properly  says, 
after  touching  on  the  progressive  character  of  the  history  of  Classical 
Comedy:  'We  should  enjoy  the  same  licence,  or  free  power  to  illustrate  and 
heighten  our  invention  as  they  [the  ancients]  did ;  and  not  be  tied  to 
those  strict  and  regular  forms  which  the  niceness  of  a  few,  who  are  nothing 
but  form,  would  thrust  upon  us.'  See  ItitrnducHon  to  Evtiy  Man  out  t^ 
his  Humottr. 

M  m  2 
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remained  obscure.  Johnson  also  benefited  by  a  variety 
of  information  and  suggestions  furnished  by  Dr.  Farmer, 
Master  of  Emmanuel  College,  Cambridge,  who  enjoyed  a 
high  renown  as  a  Shaksperean  scholar.  His  essay  On  tlu 
Learning  of  Shaksptre,  which  both  Johnson  and  Warton 
declared  to  have  permanently  settled  the  question  at  issue  ^ 
bad  first  appeared  in  1767.  Johnson  and  Steevens'  edition 
had  been  preceded  by  that  of  Capell  (1767),  of  which  the 
Preface  was  severely  commented  on  by  Johnson,  but  which 
the  Cambridge  editors  of  our  own  times  have  not  over- 
praised in  describing  it  as  '  by  far  the  most  valuable  contri- 
bution to  Shakespearian  criticism  that  had  yet  appeared'.' 
Its  distinctive  merit  lies  in  the  fact  that,  whereas  previous 
editors  had  only  professed  to  found  their  text  upon  the  old 
copies,  Capell  had,  with  intinite  labour,  really  collated 
them,  and  critically  examined  their  relative  significance  and 
value.  Moreover,  he  pointed  the  way  which  Steevens  so 
successfully  took  to  a  thorough  study  of  Shakspere's  sources ; 
and  he  made  a  special  study  of  Shaksperean  versification. 
Capell  devoted  the  better  part  of  a  life-time  to  his  labour 
of  love,  publishing  its  results  under  conditions  unfavoiuable 
to  immediate  fame,  of  which  like  a  true  scholar  he  seems 
to  have  been  careless  '. 

Johnson  and  Steevens'  edition  was  republished  in  1778, 
and  in  1785  by  Isaac  Reed,  with  contributions  by  Edmund 
Malone,  who  in  1780  had  brought  out  a  supplementary 
volume  of  his  own,  containing  the  Poetiu,  and  in  1790 
published  his  own  edition  of  the   Works,     In  Steevens'  own 


'  Dr.  JohnsoD'a  compliment  is,  however,  deprived  of  its  value  by  his 
observation  in  answer  to  Colman's  query  on  the  same  subject, '  What  says 
Fanner  to  this?  what  says  Johnson? '  *  Sir,  let  Farmer  answer  for  himself: 
/  never  engaged  in  this  controversy.  I  always  said  that  Shakspeare  had 
Latin  enough  to  grammaticise  his  English.'  See  Langton's  ColUdaim  in 
Croker's  Bosuitll,  vii.  365. 

'  Cambridgi  Shaiisftan,  i.  xxxvi. 

'  See  Thimm,  Shaksptatiaiia,  p.  7.  The  uncouthness  of  his  style  interfered 
with  his  reputation  ;  Johnstia  said  that  if  Capetl  had  come  to  him,  he  would 
have  endowed  his  purposes  with  words,  and  Warhurton  pronounced  bim 
an  idiot.  (See  Howard  Fumess'  Preface  to  tlie  Nm  Variomm  edition  of 
Macbeth,  1873,  pp.  vi~vit,  where  an  honourable  tribute  is  |uid  to  him.  Cf. 
the  full  and  lucid  exposition  of  Capell's  merits,  qp.  Walder,  pp.  las  siqq. 
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edition,  of  1 793,  he  unhappily  abandoned  safer  methods,  and 
while  seeking  to  ridicule  Malone  forfeited  on  his  own  part 
much  of  that  confidence  which  was  permanentlysecured  by  his 
equally  laborious  but  more  faithful  rival.     The  industry  of 
these  two  rivals  supplied  the  most  considerable  portion  of  the 
learning  which  fills  the  great  '  Variorum'  edition  of  1831,  RttiTs 
edited  by  James  Boswell  from  a  corrected  copy  left  by  aHd%^ 
Malone.     (For  the  so-called  first  and  second  Variorums  of  bv^j 
1803  and  1813  Reed  had  made  himself  responsible.)     The  jjj^^^ 
twenty-one  volumes  of  the  'third    Variorum'  remain  the 
fullest   storehouse  of  the  English    Shakspere>  learning  of 
the  old  school ;  and  it  is  difHcult  to  believe  that  they  will 
ever  be  superseded  as  the  standard  edition  of  ordinary  Engl  ish 
libraries.     Many  other  editions   were  published   in   these  Activity  >^ 
years  and  in  those  immediately  succeeding,  which  it  would  ^^^L„ 
serve  no  purpose  to  enumerate  here'.     Nor  can  I  touch  adiolaediip. 
upon  the  critical  and  controversial  tracts  which  some  of  the 
chief  editions  called  forth,  and  among  which  the  pamphlets 
of  Joseph  Ritson  on  the  editions  of  Steevens  and  Malone 
(1783,  1788  and  1789),  and  those  of  John  Monck  Mason 
(1785, 1798  and  1807)  were  conspicuous '.    In  every  size  and 
in  every  form,  in  folio  and  in  miniature,  illustrated  with 
ponderous    splendour  and  expurgated  by  timid  prudery, 
Shakspere  was  now  in  the  hands  of  the  reading  public ;  and 
it  has  been  calculated  that  during  the  eighteenth  century 
alone  as  many  as  30,000  copies  of  Shakspere's  works  were 
dispersed  through  England  '■ 

Thus  the  greatest  of  English  poets  had,  through  the  lnflumcto/ 
spread  of  his  printed  works,  at  last  been  popularised  among  f,^  ^  ^ 
his  fellow-countrymen,  while  the  influence  of  the  stage  (of  oitidsm  of 

'  It  is  iDteresting  to  leam  (see  Acadony,  April  1 1,  1874)  that  an  edition 
of  Sbakspere  was  contemplated,  and  actually  commenced,  by  Sir  W.  ScotL 
Three  volumes  (not  including  the  introductoiy,  to  which  Scott's  own  labours 
were  to  be  chiefly  confined)  were  printed  by  1836,  and  a  copy  of  them  is 
preserved  in  the  Public  Library  of  Boston,  U.S. 

■  Sec  Cart^ridgt  Shabtsptan,  vol.  i.  p.  mix. 

■  Thitnm,  Skah^ariatut  j'f,  S.  The  most  gigautic  monument  of  individual 
enthusiasm  for  Shakspere  belonging  to  the  eighteenth  centuiy  is  Richard 
Warner's  Gloaaaiyot  bis  plays,  compiled  probably  some  time  between  1750 
and  1770,  which,  in  seventy-one  volumes  in  quarto  and  octavo,  r 
■till  in  HS.— in  the  British  Huseum.    lb.  p.  6. 
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which  immediately)  had  with  renewed  force  contributed  to 
the  same  result.  Yet  it  was  only  gradually  that  the  English 
mind,  in  securing  this  noble  portion  of  its  inheritance,  had 
freed  itself  from  interference  with  its  enjoyment  of  the 
treaaure  by  tastes  and  tendencies  of  alien  growth.  Addison' 
was  of  service,  though  but  very  occasionally,  to  a  closer 
study  of  Shakspere's  characteristics  as  a  dramatic  poet ;  but 
it  is  wonderful  that  neither  he  nor  any  of  his  literary  ojntem- 
poraries  should  have  given  signs  that  they  had  freely 
opened  their  natures  to  his  influence  in  its  whole  depth 
and  breadth.  Consciously  or  unconsciously,  the  literary 
inclinations  of  Englishmen  were  still  largely  swayed  by 
French  taste,  with  whose  models  it  was  diiEcult  to  reconcile 
the  vivid  and  varied  movement  of  the  Elisabethan  drama. 
Its  master-spirit  Shakspere,  cannot,  however,  have  been 
wholly  unknown  in  France,  even  before  (in  i7»6-8)  Voltaire 
visited  England,  and,  much  to  the  unsettlement  of  the  balance 
of  his  own  critical  judgments  on  the  subject  of  the  drama, 
personally  re-discovered  Shakspere.  Whether  or  not  an 
occasional  resemblance  to  passages  in  HamUt  may  be  trace- 
able in  the  Agrippina  of  Cyramo  de  Bergerac  (1654)*,  it  is 
not  easily  conceivable  that  in  the  course  of  our  Restoration 
age  some  knowledge  of  the  Elisabethan  drama,  and  of 
Shakspere's  plays  in  particular,  should  have  failed  to  Bnd 
its  way  across  the  Narrow  Seas.  St.  Evremond,  whose 
works  were  published  at  Paris  in  1699,  had  spent  most  of 
his  life  in  England,  and  had  there  attained  some  knowledge 
of  the  productions  of  our  stage,  including  to  all  appearance 
at  least  one  play  in  the  Shaksperean  canon  {Henry  Vff/) ; 
and  Peter  Anthony  de  Motteux,  another  refugee,  who  had 
become  domiciled  in  the  English  world  of  letters,  had  inter- 
ested himself  in  Rymer's  attacks  upon  Shakspere,  and,  sym- 
pathetically, in  Dennis'  projected  defence  of  him  (1692-3)  ^ 

'  See  T/it  Sptetator,  Nos.  141,  419.  Both  pasugca  refer  to  Shakapere't 
treatment  of  the  supernatunl. 

*  See  Hiss  Toulmin  Smith's  note  to  CMtAtrw  of  Pmyai,  and  edit.,  in 
fftar  Sliakpir*  Sedify'a  PahliaUioHs,  1879,  p.  416,  correcting  b  statement 
in  the  fii3t  edition  of  thti  book  for  which  I  must  confess  mjself  unable  to 
furnish  a  WBitint. 

'  See  lift.,  pp.396  and  415,   Cf.  an  article  on  the  appreciation  of  Shalcspere 
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The  impulse  of  Voltaire's  wit  and  fire  was  however  needed  Voltain 
to  stir  up  the  controversial  ferment  which  brought  about  "s^kstm 
the  spread  of  a  wider  interest  in  Shakspere  among  French 
readers,  from  which  the  true  spirit  of  critical  appreciation — 
but  onlyverygradually— disengaged  itself.  Voltaire's  claims 
to  the  literary  leadership  of  France  were  sustained  by  him 
through  a  period  of  unexampled  length,  and  the  fact  of  his 
predominant  share  in  asserting  her  intellectual  ascendency 
among  civilised  nations,  and  in  extending  its  sphere,  has 
been  confirmed  rather  than  weakened  by  the  judgment  of 
generations  no  longer  subject  to  his  dictatorship.  But  his 
temperament  was  not  poetical ;  and  of  the  true  purposes  of 
the  drama  a  glimpse  was  only  fitfully  caught  by  his  restless 
ejre.  With  the  models  of  the  classical  drama  his  acquaint- 
ance seems  to  have  been  superficial,  and  the  contempt  with 
which  he  frequently  refers  to  the  ancients  is  by  no  means 
£he  offspring  of  &mi)iarity  ^.  On  the  other  tiand,  although 
the  lightness  with  which  his  mind  moved  lefl  it  constantly 
open  to  the  reception  of  new  impressions,  which  his  in- 
comparably clear  style  never  failed  to  communicate  in  an 
effective  £tshion  to  his  public,  they  had  no  permanent 
abiding  with  himself,  like  the  old  literary  habitudes 
to  which  the  traditions  of  the  great  era  of  the  French 
theatre  had  inured  him.  In  his  censures  of  Shakspere 
there  is  accordingly  both  inconsistency  and  a  pertinacity 
which  survives  all  changes  of  mood*.  The  impression 
made  upon  him  by  the  greatest  representative  of  the 
Elisabethan  drama  first  became  manifest  in  his  Brutus, 
of  which  the  production  was  deferred  to  1730.  In  the 
Discoars  sur  la  Trc^Mie  addressed  to  Bolingbroke, 
prefixed  to  this  play  on  publication,  Voltaire  poses  as  the 
champion  of  the  methods,  including  the  rimed  verse,  of 
French  tragedy,  but  makes  no  secret  of  his  perception  of 
the  force  derived  by  the  English  tragic  sti^  from  the  action 

Id  EogM'L  France  and  GenmBy,  by  Dr.  Riedel  in  Herrig'a  Ardiia/ar  das 
StuSum  dtmnrnm  Sfirac/un  h.  LMtrttturtn,  Toi.  xlviil.  p.  aj. 

'  See, (or  illustratioas of this,HettDer,Li(miA«2vscAKAf(  1^  iZ-JiUtThun- 
tltrti,voi,  ii.  p.  390. 

'  For  a  full  consecutive  survey  of  these,  see  the  essay  Voltairt  und 
SAafas^ran,  by  W.  KOniR,  jun.,in»oLx.  of  lhey«A>*i«A,to:,  (1875). 
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which  forms  iti  most  distinctive  feature.  Incidental  illus- 
trations of  Voltaire's  insight  into  Shaksperean  workmanship 
are  noticeable  in  some  of  his  plays  belonging  to  the  ensuing 
period  of  his  dramatic  authorship '.  One  of  his  Lettres  sur 
Us  Anglais  (1734) — famous  as  the  first  of  his  productions 
condemned  to  the  flames — dealt  with  Shaksperean  tragedy, 
in  which  it  acknowledged  the  presence  of  powerful  genius, 
while  regretting  the  absence  of  a  spark  of  good  taste  and 
of  the  slightest  knowledge  of  rules*.  His  Mart  de  Cisar, 
surreptitiously  published  in  1735,  showed  a  direct  influence 
— unprecedented  with  him — of  what  may,  notwithstanding 
all  difTerences  of  treatment  and  form,  be  in  this  instance 
fairly  called  his  Shaksperean  mode).  No  such  influence 
was,  however,  perceptible  in  his  ensuii^  dramatic  works, 
until  the  revival  of  the  ghost  from  £.rypkik  in  Shttiramis 
{1748)  su^ested  the  criticism  of  HamUt,  and  of  the 
dramatic  genius  of  its  author,  in  the  Dissertation  sur  la 
Tragidie  prefixed  by  Voltaire  to  the  later  play.  It  is  in  this 
essay  that  the  French  public  was  informed  that '  the  tragedy 
oiHamUt  is  a  coarse  and  t>arbarous  piece,  which  would  not 
be  tolerated  by  the  lowest  mob  in  France  or  Italy ';  and 
that  *  seemingly  Nature  thought  fit  to  unite  in  the  head  of 
Shakspeare  the  greatest  strength  and  grandeur  imaginable 
with  the  lowest  and  most  detestable  characteristics  of 
coarseness  unredeemed  by  wit.' 
Frtt»d%  But,  in  point  of  fact,  the  French  public  was  already  beii% 

^J^^Z^  placed  in  a  position  to  form  for  itself,  however  slowly,  an 
(1746  rt  opinion  on  the  merits  of  Shakspere.  In  1746  had  appeared 
^^*  the  first  volume  of  a  series  of  versions  (it  is  stated,  ill  and 

unfaithfully  executed)  of  Shaksperean  and  other  Elisabethan 
plays,  under   the  title    of  Le   Thi&trt   Anglais,  to   which 

<  See  EtypMU  (173a)  and  iti  ghost ;  AMaXdt  du  GuktHh  (1634),  ai 
illustrating  the  effect  of  the  Historas;  and  above  all  Zt^v  ^l^aa),  one  of  the 
acknowledged  dramatic  masterpieces  of  its  author,  who  never  confessed 
the  debt  which  in  it  he  owed  to  OtIuUo. 

*  This  letter  contained  the  counterpart  of  Hamlet's  soliloquy  ss  it  aught 
lo  ImMbtm  written : 


Cf.  Karl  Ebe,  H4m^  in  Frathrtkk,  in  Jakrimeh,  &c,  vol.  L  (1865). 
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its  responsible  editor,  Laplace,  had  prefixed  a  general 
dissertation  and  a  biography  of  Shakspere.  It  is  true  that 
after  (in  1760)  Voltaire  had  at  last  published  his  own 
translation  of  Julius  Caesar,  accompanying  it  by  a  com- 
mentary depreciatory  of  the  author's  taste  and  breedii^  in 
comparison  with  those  of  Comeitle^,the  Academy  in  thank- 
ing him  regretted  that  it  had  been  impossible  to  procure 
a  copy  of  the  original  for  purposes  of  comparison.  The 
arrogance  with  which  in  his  later  years  Voltaire  continued 
arbitrarily  to  mingle  praise  and  blame  in  his  utterances  on 
Shakspere ',  was,  on  the  face  of  it,  merely  the  assertion  of 
a  supremacy,  of  which  the  days  were  numbered  in  relation 
to  many  matters  besides  those  specially  affected  by  these 
utterances.  In  1769  J.  Ducis  brought  out  his  version  of 
Hamlet,  in  which,  duly  mindful  of  the  example  set  by 
supreme  authority,  he  undertook  to  disengage  the  northern 
light  from  its  concomitant  fogs.  This  adaptation — which 
under  different  literary  conditions  might  have  been  termed 
audacious" — was  followed  by  re-modellii^s  of  Romeo  and 


'  In  Uie  observatioDs  at  the  dose  occurs  the  asseiiioD  that  Comeille's 
genius  studs  in  the  same  relation  to  Shakspere's  as  that  of  a  man  of 
birth  and  breeding  to  that  of  ■  auu  of  the  people  endowed  by  nature 
wilh'the  some  intellectual  power.  The  celeEnvted  description  of  Shaks- 
pere as  '  tt  Conuiili  dt  Londtts,  grand  Jon  itatilmrs  ti  rtsstmblant  fins  a 
Gi3ta  gu'a  Conuiili ;  tttais  S  a  Jts  tHorctaux  adtitirablti '  seems  to  belong 
to  as  early  a  date  as  1735.  <'  GilU,'  according  to  the  Dktionttairt  di 
tAcadtmit,  is  '  un  peisonnage  du  sptdadt  dt  la  Join').  Cf.  Hettner,  u.s,, 
vol.  iL  p.  939.  Voltaire  aiterwarda  spoke  derisively  of  '  Gilles  Shakespeare,' 
and  his  henchnuui  '  Gilles  Letourneur '  {KOnig,  k.  a.,  pp.  99a  and  095). — 
His  commentuy  on  Corneille,  it  may  be  mentioned,  was  published  in  177a. 

'  In  the  pamphlet  published  in  1761  under  the  pseudonym  of  J*rtme 
Currt,  and  in  crilicBl  observationa  published  on  various  occasions  in  his  own 
name  or  contained  in  his  correspondence.  See  Konig,  u.3.,  pp.  368- 
096.  It  is  impossible  to  forget  that  this  was  the  period  of  Voltaire's  career 
rendered  illustrious  by  his  championship  of  the  cause  of  Tolerance  in  con- 
nexion with  the  Calas  case  ;  and  it  is  interestiog  to  note  that  in  the  article 
Moleranci  in  the  DidioHtiairt  PhUosofhiqtu  he  finds  a  place  for  Shakspere 
among  the  intellectual  tlite  anathematised,  as  a  matter  of  course,  by  the 
objects  of  his  scorn.  This  tribute,  as  is  well  observed  by  Grillpaner  in  his 
aphorisms  on  Shakspere  {Wtrit,  and  edn.,  1874,  voL  ix.  p.  349),  redeems 
many  of  Voltaire's  aspersions  of  Shakspere. 

'  The  Ghost  (notwithstandiag  the  august  Voltaircan  precedents)  is  not 
admitted  on  the  stage.  Ophelia  intensifies  the  plot  by  becoming  the 
daughter  of  Claudius.  Hamlet  survives  the  fifth  act,  ending  his  theatrical 
developement  with  the  mot :  '  I  shall  know  how  to  live,  which  is  more  than 
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yitliet.  King  Lear,  Macbeth  and  Ol/iello.  The  whole  series 
—as  at  least  it  seems  to  me — is  commendable  in  its  way, 
though  the  way  is  much  that  of  a  modern  opera-libretto. 

Encourf^ed  by  signs  favourable  to  the  widening  of  the 
literary  horizon  of  his  fellow-countrymen,  Pierre  Letourneur 
was  able  in  1776  to  commence  the  publication  of  his  French 
annotated  Shalcspere,  which,  with  the  co-operation  of  Counts 
de  Catuelan  and  Fontaine- Malherbe,  was  brought  to  a 
completion  in  1783 '.  The  commencement  of  this  edition 
— one  of  those  literary  feats  which  vindicate  the  supreme 
utility  of  endowments — provoked  Voltaire's  Letters  to  the 
Academy  (1776),  which,  while  they  exhibit  their  auth<:v 
as  consistent  in  his  inconsistency,  also  oder  illustrations,  as 
humorous  as  they  are  lamentable,  of  the  recklessness  of 
subjective  criticism  in  extremis.  Shakspere  is  here  saluted 
as  a  drunken  savage,  a  clumsy  rope-dancer,  a  mountebank  in 
rags — but  this  '  Thespis'  could  at  times  also  be  a  Sophocles, 
and  interpose  among  the  filthy  drunkards  of  his  scerte 
heroes  in  whose  features  majesty  was  to  be  traced  ^.  The 
echoes  of  anathemas  so  strangely  toned  off  would  probably 
have  died  out  before  very  lor^ — more  especially  as  the 
source  of  these  judgments  was  no  longer  r^arded  as  one 
of  literary  infallibility — had  not  the  times  soon  become  so 
prohibitive  of  an  luderstanding,  even  in  matters  of  literature, 
between  the  French  and  the  English  public.  As  it  was,  these 
echoes  were  audible  even  in  the  spacious  literary  repeti- 
torium  presided  over,  with  results  so  admirable  on  the 

to  die.' — This  revised  HamUt  had  a  literaiy  Bucceaa  auffideot  to  cause  it  to 
be  translated  both  into  Itftliui  and  into  Dutcb. — The  0<Mfc,  on  its  production 
by  Talma  at  the  Thtatrt  Fratifaia  in  1791,  was  held  to  have  been  ■  composed 
by  a  Uoor,  not  b;  a  Frenchman.'  (Ct.  Th.  Huret,  L'His/oin  far  It  T/iMht 
(1789-1651),  vol.  i.  p.  65.  See  •&.,??.  aia  wfj-i  i*"*  *  very  pleasing  account 
of  Duels.) 

'  It  comprised  the  notes  of  Steevens  and  previous  Eni^ish  editora,  as  well 
as  the  notes  in  the  German  trsaslatioD  by  Eschenbui^.  This  publication, 
which  bore  the  characteristically  apologetic  motto  'Homo  atim,  /unHom 
mhil'  (as  £Ue  aays,  not  even  Shakspere)  ' »  mt  aUtHum pnlo,'  tXtxwstei  the 
sj'mpathetic  praises  of  Diderot. 

'  Uettner,  voL  [i.  p.  asa  ;  cf.  Ktlnig,  p.  301. — It  would  be  difficolt  to 
imagine  a  more  contemptible  spectacle  than  that  of  Voltaire  the  courtier  laying 
at  the  ieet  of  the  Princeaaei  of  the  Blood  the  atones  wliich  Voltaire  the 
critic  bu  been  tiuriing  against  'GUles.' 
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whole,  by  the  voluminous  Laharpe  (1799-1805),  and  in  the 
criticisms  of  Voltaire's  assailant,  J.  L.  Gcoffroy  (from  about 
1776  onwards),  who  vainly  sought  in  Shakspere  for  'a  trace 
of  the  ideas  and  manner  of  Sophocles '.' 

At  home  in  England,  Voltaire's  antithetical  mixture  of  Rtplitsio 
praise  and   blame  to  Shakspere's  address  had  not  failed   ^'>"'""- 
either    to    command   attention    or   to   provoke   comment 
Mrs.   Elisabeth   Montagu's   Esst^  en    tkt    Writings   and  Mrs.  M<m- 
Genius  of  Skakspeare  (1770},  designed  as  an  independent  ?*"  > 
criticism,  and  in  point  of  fact  so  independent  as  to  attract  the 
dictatorial  censures  of  Johnson,  with  whose  literary  principles 
it  was  lar^ly  in  accord,  ventured  on  some  directattacks  both 
upon  Voltaire,  and,  more  especially,  upon  his  model  tragic 
poet  Corneille^     The  general  merits  of  Mrs.  Montagu's 
book  cannot  of  course  be  rated  so  h^h  now  as  they  were 
in  her  own  day,  when  it  enjoyed  high  esteem.     Easy  in 
style,  and  adorned  by  grace  and  wit  enough  to  show  that 
our  early  blue-stockings  were  also  women  of  the  world,  it 
is  deficient   in   depth   and   or%inality,  and   is   worthy  of 
enduring  remembrance  chiefly  because  of  the  fearlessness 
of  spirit    which   is   too  often    the    main    desideratum   in 
criticisms  of  very  masculine  pretensions".     la  1777*  Joseph  ConUtn- 
Baretti,  who  during  his  long  period  of  residence  in  London  ^]^2a 
had  secured  the  esteem  of  Johnson,  published  in  French  crindsmaoj 
his  Discmrs  xur  Shakespeare  et  sur  M.  de   Voltaire~a.a  -S**^/^- 
essay  of  noticeably  unprejudiced  spirit,  at  least  as  to  the 

■  CC  EIze,  K.s.,p.99. 

*  See  £.  Wilder,  Shatsptrutn  Ctitidsm,  pp.  17-1B ;  55  »tq^ 

*  Hra.  Montagu's  Easi^  received  niatiy  memonble  tributes  of  pnise 
— among  others  the  ei[Hi::s*ioii  of  what  appear  to  have  beeo  Johnson'a 
second — and  probably  juater — thoughli  concerning  it — how  it  was  '  aJ 
hommtm,  conclusive  against  Voltaire,'  Ac, — and,  as  late  as  1 7S8,  enthusiastic 
praise  from  Cowper. — See,  for  an  amusing  account  of  the  original  reception 
of  the  book,  Dr.  Doran's  A  Lady  of  Ifu  taal  Cmtuiy  (1873),  pp.  148-156. 
He  relatei  (p.  307)  that  in  1776  Mrs.  Montagu  was  present  in  the  Academy 
duHog  the  reading  of  a  [urious  paper  by  Voltaire  against  Shakspere. 
When  the  reading  came  to  an  end,  Suard  remarked  to  her :  '  I  think. 
Madam,  you  must  be  rather  aony  at  what  you  have  just  beard  I '  The 
English  lady  promptly  replied :  '  I,  *ir  I  Not  at  all.  I  am  not  one  of  M.  de 
Voltaire's  friends.' 

*  This  was  the  year  after  Baretti'a  GiibI  estrangement  from  Mr*.  Thrale  (after. 
wards  Mrs.  Pioui),  and  twoyeaisafter  their  and  Johnson's  joint  visit  to  Paris. 
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critical  pretensions  of  the  second-named  literary  magnate'. 
Amoi^  English  writers  who  in  this  period  contributed  to 
a  lai^r,  if  not  in  all  respects  adequate,  estimate  of  Shak- 
spere's  genius,  William  Richardson  (1774-1797)  should  find 
remembrance — one  of  the  Scottish  professors  of  humanity 
who  have  vindicated  to  their  chair  its  opulent  title ;  for 
his  many  and  various  writings  on  Shakspere  render  due 
honour  to  the  English  poet  as  a  classic  for  all  time  *.  He 
would  seem  to  have  been  most  successful  in  the  branch  of 
criticism  essayed  in  his  earliest  production,  A  Philosopkical 
Analysis  ef  some  of  Shakespeare's  Remarkable  Characters 
(1774).  A  very  noticeable  effort  in  the  same  direction  was 
the  paradoxical,  but  singularly  able,  Essay  on  t/ie  Dramatic 
Character  of  Sir  John  Falstaff  (t  777)  by  Maurice  Morgann, 
a  dilettante  of  fine  type  ^ 

Thus,    then,    both    in    England    and,    after    the    fitful 

fashion  described,  in  France,  the  fame  of  Shakspere  had 

sti^€  in  i/u  in  the  course  of  the  eighteenth  century  progressed  towards 

o^*^    its  height  in  the  worid  of  letters.     The   final  impulse  to- 

BghUtatk     wards  a  full  literary  recc^nition  of  the  poet  was  to  come 

'^'        from  yet  another  quarter ;  but  meanwhile  his   works  had 

been  enabled  to  make  a  more  powerful  appeal  than  at  any 

previous  time  to  direct  popular  sympathy  in  his  own  land. 

I  have   no  wish   to  touch  in  this  place  upon   the  general 

history  of  the  English  stage  in  the  eighteenth  century ;  but 

any  sketch,  however  brief,  of  the  growth  of  the  knowledge 

and  appreciation  of  Shakspere  in  his  native  land  ought  to 

include  at  least  a  reference  to  the  artistic  career  of  Garrick. 

In  the  person  of  this  incomparable  actor  genius  of  a  h%h 

order  did  true  service  to  genius  of  the  very  highest. 

David  Garrick  was  born  in  1716 ;  but  the  birthday  of 

'  Cf.  KOnig,  B.a,,  pp.  303-4. 

*  See  Hr.  Thomas  Bayne's  notice  of  him  in  vol,  xlviii.of  the  Didiimary  of 
NaHimal  Biogn^>lpf  {t9g6)  ;  and  cf.  E.  Wiider,  SAofci^niiin  Cnftnsm,  pp.  tio- 
69.  Richardson  seems  at  the  same  time  to  liave  shown  ■  singular  appreciatioD 
of  Sliakapere'a  fidelity  to  nature,  although  (monr  phSoaaphorum)  he  enter- 
tained doubts  as  to  the  sufficiency  of  such  guidance. 

*  Cr.  Walder,  u.  a.,  p.  18,  and  Hr.  Seccomt>e*s  notice  in  the  same  volume 
of  Tfu  Diclionaiy  of  Nalumai  Brngmphy.  Horgann's  essay  was  republished 
in  iBas,  with  a  brief  notice  of  the  author,  who  was  Under-Secretary  of  Slate 
in  Lord  Lansdowne's  first  administration  and  died  in  1803. 
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his  theatrical  career  was  the  19th  of  October,  1741,  when,  Ganid 
in  a  small  theatre  near  Goodman's  Fields,  he  made  his  first  \J^y 
appearance  la  London  {incognito,  for  he  had  adopted  the 
profession  of  the  stage  against  the  wishes  of  his  family),  in 
the  character  of  Richard  III.  'That  young  man,'  said 
Pope,  who  had  been  induced  to  come  up  from  his  retire- 
ment to  witness  this  performance,  '  never  had  his  equal,  and 
never  will  have  a  rival.'  So  far  as  it  is  possible  to  judge 
in  such  a  case,  the  history  of  the  English  stage  seems  to 
have  justified  Pope's  confident  prophecy.  From  the  very 
beginning  of  his  career  Garrick  occupied  an  unapproached, 
though  at  first  not  uncontested,  pre-eminence  in  his  pro- 
fession. His  unparalleled  success  seems  to  have  been  due,  in 
very  unequal  proportion,  to  three  causes.  First,  to  his 
birth,  breeding,  and  natural  gifts ; — he  had  some  French 
blood  in  his  veins ;  he  was  gently  bom  and  gently  nurtured, 
and  nature  had  given  him  an  eye,  if  not  a  stature,  to 
command,  and  a  mimic  power  of  inexhaustible  variety. 
Secondly,  to  his  education, — both  that  which  he  had  received 
at  the  hands  of  his  teachers  {Johnson  was  one  of  them),  and 
that  which  to  the  last  he  continued  to  give  to  himself.  He 
loved  literature,  not  merely  because  of  its  connexion  with 
the  profession  which  he  had  adopted,  but  because  of  an 
innate  and  carefully  developed  taste;  he  was  himself  not 
without  literary  endowment ;  and  patient  study  made  him 
a  scholar  among  actors,  until  he  could  hold  his  own  as 
an  actor  among  scholars'.  Thirdly,  and  above  all,  to 
his  genius,  which  at  many  points  placed  him  in  immediate 
contact  with  the  genius  of  Shakspere,  and  enabled  him  to 
perceive  intuitively  and  to  reproduce  directly  the  very 
essence  of  those  characters  which  the  ordinary  actor,  like 
the  ordinary  reader,  sees  only  dimly  or  in  a  more  or  less 
shadowy  outline*. 

'  It  was  with  the  view,  never  realised,  of  pubtishing-  an  edition  or 
Shakspere.  Uut  Garrick  formed  the  coUectioD  of  old  plars  now  in  the  British 
Museum.  Charles  Lamb  used  this  coUection  for  his  SptdituHa,  and  allerwards 
published  a  special  scries  oiExtmcIs  from  it  in  Hone's  Tablt  BooHi&i-i). 

*  '  His '  (Shakspere's)  '  very  spirit,'  says  Mrs.  Montatpi  in  the  Introduction 
to  her  Ejsay,  '  seems  to  come  fartb  and  aninwte  his  cluraclers,  ■■  often  as 
Hr.  Garrick,  who  acts  with  the  same  inspiration  with  which  he  wrote. 
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■  But  I  must  here  confine  myself  to  Garrick's  direct 
services  to  Shakspere.  It  can  hardly  be  doubted  that  the 
Richard  III  in  which  he  iirst  appeared  was  Colley  Gibber's 
version  ;  on  the  other  hand,  it  is  certain  that  Kit^  Ltar3.aA 
King  Jokn  followed  in  the  same  year,  and  Macbeth  not 
long  afterwards,  in  the  original  text.  So  unaccustomed 
had  the  public  and  the  actors  become  to  this  original  text, 
that  Garrick's  rival,  Quin,  asked  him  where  he  had  picked 
up  all  the  strange  words  which  he  had  introduced  into  the 
play.  In  1748,  Romeo  and  Jttiut,  which  had  not  been 
acted  for  more  than  eighty  years,  was  again  produced ;  and, 
to  sum  up,  I  find  from  the  lists  given  by  a  recent  bio- 
grapher of  Garrick ',  that  he  assumed  himself  seventeen 
different  Shaksperean  characters ;  while  during  his  manage- 
ment of  Drury  Lane  (which  lasted  from  1747  to  1776}  he 
produced  altogether  not  less  than  twenty-four  of  Shakspere's 
plays.  Thus  he  came  very  near  to  realising  the  plan  con- 
ceived about  this  time  by  Frederick  Prince  of  Wales  (who 
delighted  in  playing  the  patron  of  literature),  of  producing 
successively  on  the  stage  every  one  of  Shakspere's  dramas. 
It  would  at  the  same  time  be  ill-judged  to  misstate  the 
nature  of  the  services  rendered  by  this  indefatigable 
interpreter  to  the  poet  with  whose  fame  he  thus  identified 
his  own.  Garrick  was  of  course  moved  to  these  exertions 
not  solely  by  his  admiraticm  for  Shakq>ere's  genius.  As  an 
actor,  and  still  more  as  a  manager,  he  was  obliged  to 
consult  the  taste  of  his  public ;  nor  was  his  own  taste — how 
could  it  have  been  ? — on  the  highest  level  of  pure  sympathy 
with  Shakspere's  poetic  genius.  He  therefore  treated 
many  of  the  Shaksperean  plays  which  he  produced  with 
arbitrary  self-will ;  he  mutilated  several  of  the  comedics,and 
allowed  himself  alterations  and  interpolations  even  in  some 
of  the  tragedies, — even,  as  has  been  already  seen-,  in 

assuiaea  them  on  the  stage.'  (So  Klopstock  wrote  in  SchrOder'a  nAum ; 
'  Schroder  pUys  no  part  well ;  for  he  ia  always  the  man  himaclf.' 
F.  L.  Schmidt,  Dmlavilnl^iiittM,  &c.,  vol.  ii.  p.  135%  It  was  tharerore 
a  well-merited  tribute,  and  no  commonplace  compliment,  when  Churchill,  in 
hia  Roxiad,  made  Shakspere  himseir  assign  the  palm  to  Garrick. 

'  P.  Fftigerald,  Lift  e/ Garridi,  a  vols.  (1868). 

*  AmU,  p,  515  and  noli.    Tlie  omissioa  of  the  grave-diners  seems  to  have 
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HamUt,  hitherto  untouched  by  English  adapters.  But 
the  essence  of  the  service  which  he  rendered  was  not 
only  that,  surrounded  as  he  was  by  a  brilliant  band  of 
distinguished  actors  and  actresses,  he  gave  a  new  and 
unprecedented  impulse  to  the  popular  admiration  of  the 
genius  of  Shakspere,  but  that  he  practically  corrected  the 
false  view  which  had  pervaded  successive  generations  of 
literary  criticism,  and  which  Johnson's  sedate  insight  would 
not  have  sufficed  to  correct,  as  to  the  intrinac  rudeness  and 
imperfection  of  the  gifted  pre-Augustan  poet.  Garrick 
showed,  by  the  quickest  and  least  disputable  method  of 
interpretation,  that  Shakspere's  art  is  supremely  adequate 
to  its  ends ;  and  thus  he  vindicated  for  Shakspere's  genius 
that  which  even  enthusiastic  critics  and  editors  had  hitherto 
been  prone  to  deny  to  it.  Remembering  this,  we  may 
omit  any  reference  to  the  excesses  and  extravagances 
into  which  Garrick  was  hurried  by  a  vanity  anything  but 
surprising,  when  not  only  the  general  nature  but  the  special 
circumstances  of  his  career  are  taken  into  consideration. 
Thus,  we  may  even  pass  by  the  pretentious  farce  of  the 
Shakspere  Jubilee  at  Stratford  in  1769  (five  years  after 
the  Bicentenary  of  the  poet's  birthday)  which,  by  the  way, 
is  significant  of  the  subsidiary  fact  that  in  helping  to  make 
Shakspere  popnlar  Garrick  had  also  succeeded  in  making 
him  fashionable.  SinceGarrick,Shaksperehasingoodtimes  SkaMafirrt 
as  in  evil  been  held  in  supreme  honour  on  the  English  stage  ;  ^^^^' 
it  has  been  impossible  either  to  deny  his  royalty  or  to  leave  larisidon 
htm  a  rei  fidn/ant ;  and  to  this  day,  though  the  number  staei^ 
of  his  plays  actually  holding  the  boards  still  falls  far  short  of 
the  entire  canon ',  and  though '  all  that  gl  isters '  in  the  method 
of  their  performance  '  is  not  gold,' — yet  the  success  which 
his  works  command  on  the  st^e  is  something  altogether 
different  from  a  mere  '  success  of  esteem '  or  tribute  of 
acknowledgment  paid  to  his  literary  pre-eminence.  In  other 

been  due,  not  to  critical  prejudice,  but  to  ■  desire  to  save  the  play  from 
the  buffooneriel  that  had  become  traditioiul  in  the  scene  in  question. 

'  If  my  records  serve  me,  eigfit  of  the  thirty-seven  plays  have  never  been 
•een  on  any  Englisli  stage  since  1  RtM  became  a  play-goer,  and  oae  or  two 
more  have  been  only  experimentally  produced. 
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words,  Shakspere  has  never  lost  the  popularity  which  it  is 
the  great  actor  s  merit  to  have  definitively  and  permanently 
established  for  his  beloved  master  in  their  common  sphere. 
It  was  thus  that  the  nation  which  had  given  birth  to 
Shakspere  possessed  itself  of  the  readiest  k^  to  a  just 
appreciation  of  its  greatest  poet,  and  attained  to  a  per- 
ception of  the  twin  truths,  that  nature  and  art  are  not 
antithetical  to  one  another,  and  that  in  Shakspere  they  are 
not  indeed  uniformly  and  perfectly,  but  in  sum  and  sub- 
stance, harmonised.  About  the  same  time  the  same  lesson 
was  first  impressed  upon  a  kindred  nation,  with  greater  force 
and  fulness  of  theory,  though  in  no  sense  by  the  dissocia- 
tion of  theory  from  practice.  The  writer  who  first  placed 
the  claims  of  Shakspere  in  a  clear  and  indisputable  light 
was  the  great  German  Lessing,  one  of  the  most  original  and 
most  powerful  critics  of  all  times. 
Early  Lessing  was   far  from  being  the  first   to  introduce  the 

'^Shai^'    Pis-ys  of  Shakspere  to  the  notice  of  his  countrymen.     In 
iprrt  in        a  previous  chapter  brief  reference  has  been  made  to  the  close 
?^^"^ ''    connexion  which  prevailed,  in  the  latter  part  of  the  sixteenth 
Eiig^Co-  century,  between  the   English   stage  and  the  theatres  of 
'^''"^-      Germany  and  its  borderlands  on  the  North  and  Baltic  seas '. 
A   large  number  of  the  plays  performed  in  these  regions 
during  the  period  in  question  consisted  of  reproductions 
of  well-known  English  plays— the  most  popular  pieces  of 
Shakspere's  predecessors  and  contemporaries,  and    not  a 
few  of  Shakspere's  own.     Thus,  within  a  few  months  of  the 
year   1636   the  English  comedians  at  Dresden  performed, 
in  addition  to  plays  by  Kyd,  Marlowe  and  Greene,  a  Romeo 
and  yulietta,  a  Julius  Caesar,  a  Hamlet  Prince  in  Denmark, 
and  a  Lear  King  in  England,  all  of  which  may  fairly  be 
presumed  to  have  been  the  Shahsperean  plays*.    Direct 

'  S««  atU,  pp.  471-3.— As  to  the  performaDces  of  the  Englisfa  comedians 
in  the  Nctheriands  (at  GrOningen  and  Utrecht  in  1597,  at  Leydcn  in  1604 
and  1605,  &c.),  and  the  literary  relations  of  the  aeveateeuth  centuiy  to 
which  they  helped  to  give  rise,  see  Lina  Schneider,  Skait^tan  «  iUh 
Ifitdtrlandm,  ia  Jahrbuck,  &C.,  vol.  ixvl  (1891). 

*  See  the  complete  list  in  A.  Cohn,  Shaitsptan  n  GtrmOHy,  pp,  cxv-cxvi. 
Cr.  anlt,  p.  473  note  3,  as  to  the  perTormance  at  Grai,  ia  160B,  of  a  German 
versioQ  of  Tht  Mtrdtani  of  Vtma. 
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influences  oC  this  description  must  unmistakeably  have 
operated  upon  such  German  dramatists  as  Duke  Henry 
Julius  of  Brunswick  and  Jacob  Ayrer  in  the  composition  of 
their  dramatic  works,  whatever  may  have  been  the  actual 
relations  between  particular  plays  composed  by  them  and 
their  Shakspcrean  similars  ^ ;  and  not  many  years  after  the 
deaths  of  these  two  dramatists  the  plays  of  the  English 
comedians  appeared  in  print,  and  were  therefore  readily 
accessible  to  German  dramatists.  Andreas  Gryphius  (1616-  Bariy 
1664),  who  survived  the  Thirty  Years'  War,  confessed  to  i,^^^ 
having  taken  his  Absurda  Comica,  or  Herr  Peter  Squens,  ^-dadap- 
from  Daniel  Schwenter  (who  died  in  1636);  but  the 
Midsummer  Night's  Dream  was  undoubtedly  its  primary 
if  not  its  immediate  source*.  Christian  Weise,  whose 
Comedy  of  the  angry  Catherine  was  performed  in  1 705,  must 
have  been  acquainted  with  Shakspere's  Taming  of  the 
Shrew  ^.  These  examples  must  suffice  to  prove  the  indis- 
putable fact  that  in  Germany  some  knowledge  of  Shak- 
spere's plays  had  survived  even  the  blight  which  had 
spread  over  the  intellectual  activity  of  the  nation  after  its 
seemingly  hopeless  political  collapse. 

But  it  was  as  plays  of  unknown  origin,  brought  over  by 
English  actors,  that  Shaksperean  plays  had  thus  become  and 
remained  known  in  Germany ;  nor  can  the  influence  which 
they  and  their  like  exercised  upon  the  literary  develope- 
ment  of  such  a  writer  as  Gryphius  be  regarded  as  having 

'  Jacob  Ayrer's  ComonUa  v<m  ttetytn  BHUUm  auas  Syraau  was  probably 
imitated  fTom  bd  adaptation  of  the  Mtmudnm  of  Plautua  earlier  than 
Sbakipere's  comedy;  the  relatioas  between  hia  Sidfa  and  Tki  Ttmfitst 
form  a  question  of  more  difficulty  and  importance,  to  whicb  I  shall  relum 
below.  Kyrer  also  wrote  a  Comtdia  vom  KOmg  Edwario,  dim  dritttn  diss 
NatiuHt,  &c.  See  the  Introduction  to  tbe  select  pUys  by  Ayrer,  printed 
in  Part  Ji.  of  J.  Ultmann'a  SdimusfMt  ans  dm  i6.  Ja/ii*imdtt1  (Leipzig, 
1868).  Of  the  plays  of  Duke  Henry  Julius,  as  a  rule  Bimpler  in  form,  it 
would  be  difficult  to  single  out  one  which  shows  the  direct  influence 
of  Shakapere,  though  this  baa  been  thought  demonstrable  in  tbe  case  of 
the  Comotdia  um  Vmaidio  Ladislma  Satiapo  epn  MoHtua.  See  the  Intro- 
duction to  Tittmann's  edition  of  select  plajra  by  the  Duke  (Leipzig,  tSfio). 

*  Cobn,  p.  ciux.  CC  as  to  Giyphius'  acquaintance  with  Shakspere, 
Goedeke,  ElfBOchtr  deuladur  Diehhrng.  i.  374. 

*  Cohn,  M.a.,  seems  convincing  aa  againat  Gente,  Gatk.  itr  Sliabaptar^- 
tdtm  Dramm  m  DnMthlatid,  p.  5a. 

VOL.  1.  N  n 
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exercised  any  important  effect  upon  the  progress  of  German 
literature    at   lai^.     Later   dramatists,  such    as   Michael 
Kongehl  (1646-1710),  treated  Shaksperean  subjects  without 
betraying  the  least  direct  acquaintance  with  the  correspond- 
ing Shaksperean  plays '.     German  literature,  following  the 
classicising  direction  first  given  to  it  by  Martin  Opitz  and, 
except  in  certain  trivial  growths  of  enduring  tenacity,  the 
German  stage,  which  had  surrendered  itself  to  the  alien  rule 
of  the  opera,  alike  ceased  to  derive  any  of  their  inspirations 
from  the  English  drama. 
First  GtT'        As,  from  this  period  onwards,  German  literature  gradually 
'ti^^     fell  into  bondage  to  French  taste,  the  beginnings  of  a  know- 
Shakspm     ledge  of  Shakspere   were   extinguished   before   they  had 
^^^  ■*'    attained  to  any  considerable  significance.     His  name  is  first 
mentioned  in  a  German  work  in   i68«*;  but  the  author 
of  this  confesses  himself  wholly  unacquainted  with  Shak- 
apere's  writings.     A  second  notice  occurs  in  1704,  but  only 
in  a  secondhand  quotation  from  an    English  authority'. 
A  few  other  references  follow  in  later  years ;    but  Shak- 
spere's  name  is  conspicuous  by  its  absence  from  the  second 
edition  of  the  KritiscJu  Dicktkunst,  published  in  1757,  of 
Gottsched,  the  dictator  of  the  German  literary  world  in 
Badmtr's     thosc  days  of  bondage  *.     It  is  even  more  curious  that,  in 
(17^^}.     '74°   *"**  174I1  Bodmer,  who   strongly  approved  of  the 
influence  exercised  by  English  literature  upon  that  of  his 
native  country,  should,  although  twice  adverting  to  Shak- 
spere, under   the   disguises,  to  be   sure,  of  '  Saspar '  and 
'Sasper,' betray  no  personal  acquaintance  with  his  writings*. 
First  Gtr-    In  the  second  of  these  very  years  (1741)  the  first  attempt  at 


■  Viz.  Sir  Wiiliun  Temple,  in  Barthold  Peind's  Gfdanbnt  eon  dtr  Optm. 
Cf.  S>.  It  hu  reccDtly  been  discovered  tiiat  one  of  the  earliest  occurreocei 
of  Shakspere's  name  in  a  Frencb  book  ii  in  ■  translatioD  into  that  tong^ie  of 
Temple's  itisallamaus  Works  (Utrecbt,  1693I. 

'Thimm,  «.«.,p.si. 

>  I  confess,  however,  that  I  agree  with  Eiic,  Badmtr's  Sasp*r'm  Jahrbtuk, 
&c^voI.i.(i865),iii  perceiviug  noproofof  Bndmer'a  ignorance  of  Shakspere  as 
a  writer  in  the  mere  fact  that  he  mia-spelE  (or  Germanised)  the  poet's  oaine. 
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Borck,  who  published  a  version  in  Alexandrines  of  yulius  Shak- 
Caesar.   But  although  signs  now  appear  of  an  awakening  on  j^T" 
the  part  of  literary  critics,  such  as  John  Elias  Schlegel  and 
even  Gottsched  himself,  to  the  fact  of  Shakspere's  literary 
existence, — the  one  damns  him  with  faint  praise,  the  other 
still  treats  him  with  lofty  contempt, — twenty  years  were  still 
to  pass  before  in  1762  Wieland  began  the  translation  of  wuiaad 
Shakspere  which  was  first  to  open  a  knowledge  of  the  author  ^^,„, 
to  the  German  literary  public  ^.     This  translation,  of  which  burg's 
Wieland  accomplished  twenty-two  plays,  was  completed  hy  '/^^"'"'" 
Eschenburg  in  1775-     It  was  entirely  in  prose,  with  the  1775)- 
singlo  exception  of  the  Midsummer  Night's  Dream. 

In  Germany,  however,  the  beginnings  of  criticism  had  Btginmttgs 
preceded  the  first  sustained  attempts  at  translation ;    and  "siHZ'P^ 
before  Wieland  had  put  forth  the  first  instalment  of  his  nitidsni. 
versions*,  and  before  the  stage  had  begun  effectively  to 
second  his  endeavours,  Lessing  had  entered  the   arena. 
The  vindication  of  Shakspere's  dramatic   processes  was 
but  incidental  to  the  great  critic's  main  purpose ;   yet  his 
triumphant   accomplishment    of   this    vindication    formed 
a  conspicuous  as  well  as  an  integral  part  of  his  victory 
over  prepossession  and  prejudice.    Ijcssao^s  Literaiur brief e  Ltsang 
(1758},  which  boldly  threw  down  a  challenge  to  Gottsched  as  ^^'' 
the  champion  of  French  taste  and  of  its  predominance  over 
German  literature,  asserted  in  round  terms  the  superiority 
of  Shakspere  to  Comeille,  and  denied  the  claims  of  the 
French  drama  to  be  r^arded  as  truly  modelled  upon  the 
example  of  the  ancients,  who  were   indeed  more  closely 
approached  by  it  in  the  matter  of  mechanical  arrangement, 
but  to  whom  Shakspere  came  nearer  in  the  essentials  of  his 
art.     'The   Englishman  almost  invariably  attains  to  the 
end  of  tragedy,  however  peculiar  and  proper  to  himself 
the  ways  may  be  which  he  chooses  ;   while  the  Frenchman 

'  C£.  A.  Kaberstein's  summaiy  of  the  origin  and  progress  of  the  knowledge 
and  love  of  Shakspere  in  Germany  :  Sh^nsptan  m  DtuIsckUmd,  in  the  same 
volume  of  the  same  JoumaL 

*  Wieland'a   own  critical   notes   appended   to   hia  translation   by  their 
■upposed  coldness  and  captiouinesa  excited  the  indignation  of  Goethe  and 
other  youthful  adorers  of  Shakspere.    See  WaMuil  und  Ditktung,  Bk.  xt. 
CT,  Riedel  in  Hirri^s  Arekiv,  &e.,  u.t.,  vol.  zJviii.  p.  aj, 
N  n  3 
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hardly  ever  attains  to  it,  although  he  treads  the  levelled 
paths  of  the  ancients  ^' 
Ltssin^a         After  a  few  youthful  imitations,  Lessing  had  b^iin  his 
mttua^a     '"'*"  original  career  as  a  dramatist  by  a  work '  founded  upon 
tritKDftht    English  models.     But  these  models  themselves  belonged  to 
rawa.        ^  hybrid  school,  resulting  from  the  union  contracted,  under 
the  influence  of  prose  fiction,  between  domestic  tragedy 
and   sentimental  comedy  at  a   time  of  decadence  in  our 
dramatic  literature.     Both  as  a  dramatist  and  as  a  critic 
he  was  led  to  a  close  and  careful  study  of  the  stage,  and  to 
an  examination  of  the  real  merits  and  dements  of  those 
French  plays  which  then  held  supreme  sway  over  it— more 
especially  the  plays  of  Voltaire,  whom  he  had  had  early 
occasion   for   observii^  with   particular  attention.     Thus, 
from  a  critical  examination  of  the  French  school,  Lessing 
naturally  proceeded  to  a  comparison  of  its  products  with 
those  of  tiie  Elisabethan,  and  in  particular  (although  tuA 
exclusively)  of  the  Shaksperean  drama,  of  which  Wieland's 
translation  furnished  him  with  a  text  for  public  use.     It 
will  not  be  overlooked  that  at  the  time  when  Lessing's 
writings  on  the  subject  of  dramatic  criticism  reached  their 
height  in  the  Hamburger  Dramaturgie  (1767-9),  the  victories 
of  Frederick  the  Great  and  their  results  had  infused  into 
many  German  minds  the  b^innings  of  a  national  conscious- 
ness.    About  a  decade  after  the  rout  of  Rossbach  (1757) 
had  dispelled  the  illusion  of  the  invincibility  of  the  French 
arms,  Lessing's  own  comedy,  Minna  von  Barnhelm  (1 767), 
had  testified  to  the  reflexion  of  this  tremendous  political 
event  in  the  national  literature. 
Lisai^s         The  Hamburger  Dramaturgie,  designed  to  promote  the 
bHwr         success   of   a  theatrical   enterprise   of  which    the    details 
Drama-      caonot  Occupy  us  here,  may  be   said  to  have  first  made 
(i^-cV     ^**''  *°  modern  readers  the  true  principles  of  dramatic 
criticism.   The  accident  that  the  undertaking  which  Lessing's 
commentary  was   intended  to   aid  came   to   a  premature 

'  Briifi,  dit  tuuisit  IJitrtUur  bttr^nd.  Mo.  xvii.  This  letter  is  a  direct 
■tuck  upon  Gottsched  and  the  French  tragic  poets  \  and  contains  a  specimen 
of  Lessing's  uncompleted  Dr.  Faust,  bywayof  showing- how  large  an  English 
element  is  contained  in  some  of  the  old  Gennan  plays. 

"  Jfisi  Soni  Samfatm,  1755. 
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end,  enlarged  the  scope  of  his  ailments,  while  the  jealousies  Leading 
among  the  actors  concerned  rendered  him  unwilling  further  ^^^' 
to  concentrate  his  observations  upon  their  performances,  dramatic 
Thus  the  level  of  his  enquiries,  although  they  were  neces-  '^'^'-• 
sarily  fragmentary  in  form,  came  to  be  raised  to  its  ultimate 
height.  '  Primus  sapientiae  gradus'  according  to  the  maxim 
which  he  recalled,  'est  falsa  tntelligere'  The  notion 
of  Voltaire  is  false,  that  the  object  of  the  drama  b  to 
enforce  a  moral ;  he  has  misunderstood  the  ancients ;  and 
out  of  the  flaming  pyre  of  Shaksperean  poetry  he  has  but 
here  and  there  possessed  himself  of  a  solitary  faggot,  of 
a  kind  that  smokes  and  sputters  rather  than  diffuses  light 
and  warmth.  Again,  Voltaire's  conception  is  false,  that  the 
object  of  the  drama  is  to  teach  historical  truth ;  '  the  tragic 
poet  makes  use  of  a  story  not  because  it  has  occurred,  but 
because  its  occurrence  took  place  after  such  a  fashion,  that 
he  would  find  it  difficult  to  invent  a  better  for  his  actual 
purpose.  If  in  a  real  event  he  accidentally  meets  with 
what  thus  suits  him,  he  bids  that  real  event  welcome  ;  but 
burrowing  to  that  end  amoi^  history-books  is  not  worth 
his  while.  ...  On  the  stage  it  is  our  business  to  learn,  not 
what  any  particular  man  actually  did,  but  what  any  and 
every  man  of  a  particular  character  would  have  done  under 
particular  given  circumstances.  The  purpose  of  tragedy 
is  far  more  philosophical  than  is  the  purpose  of  history; 
and  the  former  is  degraded  from  its  tnie  dignity  when  it  is 
converted  into  a  panegyric  of  famous  men,  or,  which  is 
worse,  misused  for  the  purpose  of  fostering  national  pride.' 
Thirdly,  the  rules  set  up  as  the  essential  rules  by  Voltaire 
and  the  school  to  which  he  belongs,  are  not  carried  out 
by  them  except  in  mere  externals ;  and  in  these  often 
coarsely  and  clumsily.  Aristotle's  definition  of  tragedy 
they  have  not  even  comprehended.  They  have  neither 
understood  his  meaning  in  speaking  of  tragic  fear  and  pity 
as  the  motives  of  tragic  effect,  nor  his  proof  that  the  purifica- 
tion of  the  passions  by  those  emotions  is  the  end  of  tragedy. 
It  follows,  that  no  true  tragedy  is  to  be  found  among  the 
French  and  their  imitators. 

But,   'secundus  sapientiae  gradus  est  vera   cognoscere! 
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To  begin  with,  so-called  perfect  characters  have  no  place  in 
trj^edy.  Secondly,  what  is  evil  may  find  admittance  there, 
as  the  hideous  may  in  art,  in  so  far  as  it  is  terrible.  Thirdly, 
dramatic  characters  must  have  an  inner  unity.  Characters 
are  treated  after  a  different  fashion  in  tragedy  and  in 
comedy,  because  in  the  latter  they  constitute  the  main 
element,  whereas  the  situations  are  but  the  means  for  fur- 
nishing them  with  expression ;  in  tragedy  the  situations  con- 
stitute the  main  element.  On  this  basis  Lessing  constructed 
his  theory  of  the  drama,  and  herein  he  reconciled  Shakspere 
with  the  Greeks.  At  the  same  time  he  distinctly  pointed 
out  that '  a  perfect  work  of  art  has  a  claim  to  emancipate 
itself  even  from  the  rule  which  keeps  asunder  the  ends  of 
tragedy  and  comedy;  and  thus,  where  the  same  event  in  its 
progress  assumes  all  the  various  shades  of  human  interest, 
the  one  not  merely  following  upon,  but  springing  out  of,  the 
other, — where  laughter  is  generated  by  tears,  or  sorrow 
derived  from  joy, — there  criticism  demands  no  separation  of 
the  one  frum  the  other  in  the  work  of  art  in  question,  and  art 
contrives  to  reap  an  advantage  from  the  very  impossibility  of 
such  a  separation.'  This  is  the  justification  of  the  method 
of  the  romantic  drama — the  justification  of  Shakspere  ^. 

These  fragmentary  extracts  are  merely  intended  to  indi- 
cate the  general  standpoint  taken  up  by  Lessing  in  the 
campa^n  of  which  the  Dramaturgic  forms  the  final  enter- 
prise, and  which  has  a  positive  as  well  as  a  negative  side 
Schrotdtr    both  in  its  principles  and  in  its  results.     As  for  the  stage, 
aHdiht        jjjg  Hamburg  boards  themselves  shortly  afterwards  (1771- 
siagf  1780)   became  the  scene   of  endeavours   which,   although 

^'sa'r  indeed  successful  in  permanently  establishing  a  national 
theatre,  almost  transformed  the  existing  German  stage — 
more  especially  by  domesticating  Shakspere  upon  it 
These  results  are  identified  with  the  name  of  F.  U.  L. 
Schroeder,  the  greatest  German  actor  and  theatrical  manager 
of  his  century,  who  deserves  to  be  remembered  as  having 

'  The  above  quoUtJona  are  taken  from  the  analysis  of  the  DnuHahirgii  in 
Stahr's  Liaaatg  (edn.  iSfis),  vol.  i.  pp.  336-36 1.  A  useful  modero 
edition  of  Lessing's  work  is  that  by  F.  SchrOter  and  R.  Thiele  (Hallc, 
1877;. 
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rendered  services  to  Shakspere's  fame  comparable  only  to 
those  which  it  owes  to  Garrick  *. 

A  still  more  notable  influence  was  exercised  upon 
German  literature  by  the  change  effected  through  Lessing's 
criticism  in  the  national  estimate  of  Shakspere ;  but  on  this 
I  need  not  here  insist  at  length.  Herder,  to  the  width  Htrdtr. 
and  depth  of  whose  powers  of  sympathetic  insight  and 
appreciation  the  new  era  of  German  literature  owed  an 
incalculable  debt,  passed  even  beyond  Lessing  in  the 
liberality  of  the  welcome  which  he  offered  to  the  genius 
of  Shakspere*.  The  young  combatants  of  the  Sturm  Tht Sturm 
and  Drang — an  army  in  which  everybody  was  a  com-  •"^^""W- 
mander,  but  not  everybody  was  born  to  lead — one  and  all 
troubled  themselves  uncommonly  little  about  the  problem 
of  harmonising  Shakspere  with  Aristotle,  or  with  any  known 
theory  of  his  art  The  successive  volumes  of  Wieland  and 
Eschenburg's  translation  fell  upon  all  sorts  of  ground, 
and  the  seed  they  scattered  sprang  up  in  all  kinds  of  fruit. 
Shakspere,  it  was  universally  agreed,  was  the  type  of  a  free 
and  independent  genius'.  The  worship  of  him  implied 
emancipation  from  the  dominion  of  the  ancients  and  the 
pedants  their  followers,  proclaimed  the  liberty  of  life,  with 
the  license  which  it  claims  as  its  privilege,  and  in  contrast 
with  the  narrow  discipline  of  school*.  Lenz",  Klit^r, 
Leisewitz, '  Maler'  Muller  and  others  outvied  one  another 

'  The  performance  of  Hamld  at  Hamburg  on  September  ac^  1776,  is  held 
to  have  decided  the  future  of  Shaltspere  on  the  German  stage.  The  tragedy 
was  perfonned  in  Hamburg  thirteen  times  within  three  mouths,  and  was 
speedily  produced  on  other  German  stages.  Schroeder  within  loss  than  three 
year?  brought  out  seven  other  Shakspereau  pUys.  S^c  AUgtmiiiu  DeulsAt 
Biogrttphit,  vol,  iiiii.  (1891),  p.  510. 

*  See  particularly  his  essay  in  the  BldUtr  /Or  Jntsdu  Art  and  KuKSt 
(1773.  (Cf.  Goethe,  IfibMudKiu^AicAfiii^.Bk.xi.)  Herder  himself  essayed 
the  translation  of  Shakspere. 

'  The  term  '  Gtmi,'  in  its  Stunn  hiuI  Dmitg  acceptatioo,  would  be  iDade- 
quately  translated  by  '  genius,'  or  even  by  '  original  genius.' 

*  Kobentein,  in  the  essay  already  cited,  remarks  on  the  influence  exercised 
in  Gennany  by  Young't  letter  Oh  Original  CompBattitm,  published  in  1759, 
and  nude  known  to  German  readers  by  two  translations.  The  original  was 
addressed  to  Richardson,    (See  Hitford'sZ.{A^l'Dtw|g',  Aldine  ed.,  p.  xlii.) 

'  Cf.  as  to  Lena  and  his  AHmtrkHHgm  fibtrt  Thtattr,  to  which  was 
appended  a  translation  of  Lov^a  Lobcta^a  Ltat,  the  p«SMge  in  Waktlttit  und 
DichluHg  cited  in  tiott  a,  tmtt. 
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in  their  attempts  to  follow  ia  the  footsteps  of  their  chosen 
exemplar — with  what  success  need  not  be  here  estimated '. 
The  vehemence  of  their  idolatry  found  expression  in  every 
form  of  hyperbole ;  thus  Lenz  exults  in  the  Elisabethan 
drama  as  having  presented  Nature  to  the  public  as  she  had 
come  from  the  hands  of  God  I  The  entire  school  of  the 
Sturm  und  Drang  had  Shakspere — Shakspere  as  they  saw 
him — on  the  brain'. 

Of  all  the  young  German  poets  of  this  age  none  stood  more 
directly  under  the  influence  of  Shakspere  than  the  one  who 
was  himself  destined  to  achieve  greatness.  InhisStrassbui^ 
days  Goethe  harangued  his  friends  on  Shakspere  and  Nature 
with  all  the  exuberant  rhetoric  of  youth'.  And  afterwards, 
in  his  Giitz  von  Berlickingen,  and  to  some  extent  in  Egmont, 
he  'liberated  himself  after  his  well-known  fashion  from 
this  phase  of  his  literary  growth  *,  by  allowing  its  impulses 
to  find  definitive  concrete  expression.  Many  others  of  his 
works  contain  reminiscences  of  Shakspere.  His  Wilhelnt 
Meister  (1795-6)  contains  the  famous  criticism  of  Hamlet, 
with  the  whole  spirit  of  which  the  first  part  of  Goethe's 
romance  is  in  much  more  than  merely  incidental  contact. 
Of  whatever  modifications  this  criticism  itself  may  stand  in 
need,  it  stands  forth  both  as  a  labour  of  love  and  as  a  marvel- 
lous product  of  intellectual  sympathy.  But  it  is  likewise 
notable  as  showing  with  perfect  clearness  that  Goethe  was  not 
prevented  by  his  profound  admiration  for  the  poetic  genius 
of  Shakspere  from  taking  exceptions  to  what  he  regarded  as 
arbitrary  or  redundant  in  Shakspere's  dramatic  form.  To  this 

■  fX  C.  C.  Hense,  Dtutatht  DicMUr  m  ihnm  VtrMltmsa  au  Shakaptart, 
(Part  i>,  in  Jahrbuch,  &c,  vol,  v.  (1870). 

*  Vet7  refreshing  in  contrast  with  this  extravagance  is  the  rude  but 
thoroughly  sympathetic  enthusiasm  of  the  Swiss  autodidact  Ulrich  BrSker 
atias  Nfibis  Uli,  the  author  of  the  LtbtHsgiKfiitkli  dra  anfwn  Mamui  in 
Toggmburg,  whose  Shahsptart-BUckltin,  composed  in  1780,  is  repriatcd  by 
Dr.  E.  GOtzinger  in  vol.  xii.  (1871)  of  the  Jakrintck,  &c.  He  had  leamt  to 
admire  and  understand  Shakspere  from  no  critic  and  no  teacher  ;  the  spirit 
of  his  commentaiv  is  that  of  bis  apostrophe  to  Hamlet :  '  Had  not  a  great 
artist  made  thee,  thou  nouldst  not  be  what  thou  art — but  indeed  the  doom 
thou  hadst  to  bear  was  a  heavy  one  1 ' 

*  Stel-Kviet' Lifif^Gotilu.  Hereadaloudthe  entire^iimMitioneeveniDg 
to  Friederikeand  her  family  at  Sesenheim.    i^fVakt^iil  tmd  Diditiatg,  Bk.  xi.) 

*  So  he  told  Eckermann.    Cf.  Hcnse,  h.  t.,  p.  130. 
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critical  attitude  he  gave  practical  expression  as  director  of 
the  Weimar  theatre.  In  1803  he  had  contented  himself 
with  a  few  Amplifications  in  the  scenic  arrat^ment  of 
Julius  Caesar  (t(^ether  with  a  single  s%ht  addition  to  the 
text) ;  but  in  1812  he  adapted  Romeo  and  Juliet  by  a  series 
of  important  changes,  which  practically  amounted  to  an 
extrusion  of  the  comic  element.  To  the  same  period 
belongs  his  essay  Shakespeare  und  kein  Ende,  in  which  he 
described  Shakspere  as  an  'epitomiser'of  nature, 'for  whose 
genius,  be  it  said  to  his  honour,  the  stage  furnished  no 
adequate  space.'  In  his  later  years,  in  an  essay  on  Shake- 
speare als  Tkeaterdickter  (1826),  he  even  ventured  on  the 
assertion  that  Shakspere  was  a  dramatic  poet  of  the  highest 
order,  but  extremely  untheatrical '— i.^.  extremely  difficult 
to  put  on  the  stage.  It  must,  of  course,  be  borne  in  mind  that 
Goethe's  own  views  as  to  what  should  be  produced  there,  and 
as  to  how  it  should  be  produced,  had  been  very  deliberately 
formed,  and  were  thenceforth  very  consistently  maintained. 

Schiller's  version  oi  Macbeth  (1800)  is  less  arbitrary  than  Sdiiner, 
Goethe's  of  Romeo  and  Juliet^  but  dictated  by  the  same 
principles.  The  most  important  influence  exercised  by 
Shakspere  upon  Schiller's  own  dramatic  productivity  is  not 
to  be  sought  in  certain  '  strong '  characters  and  situations  of 
his  early  plays,  for  which  the  Sturm  und  Dra?i^  tendencies 
may  no  doubt  in  some  measure  be  held  accountable.  It  is 
above  all  perceptible  in  the  dramatic  treatment  of  history 
which  he  pursued  in  his  maturest  works,  and  which,  although 
directed  and  restricted  by  laws  imposed  upon  himself  by 
the  poet  after  much  thought  and  study,  is  animated  by  a 
formative  power  such  as  since  Shakspere  few,  if  any,  other 
dramatists  have  displayed  in  the  same  field.  Schiller's 
warm  admiration "  of  Shakspere's  Histories  is  illustrated 
by  his  design  of  arranging  all  the  plays  concerned  with 
the  Wars  of  the  Roses  as  a  series  for  representation  on  the 
stage, — a  design  not  actually  carried  out  by  him,  but  realised 

>  As  to  ShaJmptan  und  btin  End*  aod  the  Weimar  ver^on  of  Romto  and 
Jukitf  ace  a  ven*  intereating  account  in  J.  Wsble,  Daa  Wamanr  Ho/tktater 
unltr  Gottkis  LtOuHg  (Schrifttn  dtr  Gottlu-Gt$dUchaft,  vol.  viii.,  1B93), 
pp.  343  st^.    Cr.  K.  HeinemaDii,  Go4lht  (Leipzig,  1S95),  vol.  ii.  p.  197. 
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long  afterwards  on  the  boards  of  the  theatre  with  which  he 
had  been  so  intimately  associated  '. 

It  would,  however,  carry  me  too  far  to  say  more  as  to 
the  influence  of  Shakspere  upon  the  literature  of  the  great 
nation  kindred  to  his  own,  which  had  thus  rapidly  learnt 
to  love  and  cherish  him.  No  similar  instance  of  the  entry 
by  a  great  writer  of  one  nation  into  the  very  heart  and 
mind  of  another  is,  I  think,  to  be  found  in  the  history  of 
the  world ;  and  the  phenomenon  is  the  more  marvellous, 
inasmuch  as  this  particular  writer  was  a  genuinely  national 
SekitgtPs  poet  Yet  this  extraordinary  result  could  only  have  been 
^^"  accomplished  after  an  imperfect  and,  so  to  speak,  ambiguous 
Sliai^irt  fashion,  had  it  not  been  for  the  labours,  unfortunately  them- 
i8o^  selves  not  carried  out  to  the  complete  extent  of  their  scope,  of 
a  writer  who  merits,  in  a  degree  hardly  approached  even  by 
any  of  his  compatriots,  the  praise  of  having  been  '  a  born 
artist  in  translation ' — and  who  applied  that  art  to  poetic 
works  of  the  very  highest  order  ^.  Shortly  after  Goethe 
had  in  his  WUhelm  Meister  rekindled  the  enthusiasm  of 
the  German  literary  public  for  Shakspere,  without  himself 
venturing  upon  more  than  a  prose  version  of  such  fragments 
of  Hamlei  as  were  cited  by  him,  August  Wilhelm  Schlegel 
published  in  Schillers  Horen  {1796)  tfie  first  specimens  of  a 

■  In  Weimar,  at  the  Tercentenaty  of  Shoksperc's  birth.— For  KU  estimate 
of  Shakspere'a  influence  on  Schiller,  and  certain  of  the  chief  Romantic  poets 
as  auch,  lee  Part  ii.  of  Henae's  essay  already  tjuoted,  in  yaAr^HcA,  &c,  vol.  vL 
(1871). — No  definitive  judgment  as  to  Schiller's  power  of  dramatically  treating 
historical  themes  should  t>e  formed  without  taking  into  account  the  evidence 
furnished  on  this  head  b;  his  Dramatisdur  Nachlaai,  recently  published 
with  admirable  care  and  completeness  by  G.  Kettner  (a  vols.,  Weimar,  1893). 
—While  abstaining  from  pursuing  the  theme  of  Shakspere'i  influence 
upon  the  progress  of  Gcnnan  dramatic  literature,  1  should  like  in  this  note 
to  direct  attention  to  the  special  instance  of  Grillpaizer,  a  poet  who 
narrowly  missed  (as  it  seems  to  me)  classical  rank  in  dramatic  literature,  and 
who  was  a  specially  close  student  of  Shakspere.  Cf.  W.  Bolin,  Griilparatr's 
Skabisptarw^lHdUn,  iajahrbudi,  Sec,  vol.  ivii.  (1883). 

■  See  H.  Bernaya,  Dir  SckUgel-Titck'sdu  Shakispian,  in  Jahrbiuii,  Sec, 
vtA.  L  (1865}  ;  and  cf.  for  what  follows  the  same  distinguished  author's 
admirable  monograph,  Zkt  EiUsUkungsgls^ichii  da  Schltgtrseheu  Shakt- 
spcart'a  (Leipzig,  1679),  which  I  regret  not  to  have  seen  before  the  publi- 
cation of  the  first  edition  of  this  l>ook.— Wiihin  narrower  limita,  RQckert 
may  perhaps  be  entitled  to  a  tribute  comparable  to  that  which  I  have  cited 
in  the  text ;  but  I  have  no  right  to  criticise  translators  of  Oriental  verse  or 
prose,  whether  Gennan  or  English. 
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new  translation  of  Shakspere  (portions  of  Romeo  and  Juliet 
and  The  Tempest).  In  an  essay  contributed  by  him  to  the 
same  Journal,  he  clearly  stated  the  principles  on  which  any 
translation  ofShakspere  should  proceed  which  should  answer 
to  the  demands  to  be  legitimately  placed  on  such  a  work  •. 
The  first  of  these  principles  afBrmed  that  a  poetic  transla- 
tion which  took  care  to  obliterate  no  characteristic  distinc- 
tion of  form,  and  to  preserve  the  beauties  and  even  the  un- 
pleasing  peculiarities  of  the  original,  might  in  a  sense  be  more 
^thful  to  it  than  the  most  &ithful  prose  version.  Hitherto 
Eschenburg's  translation  (completing  Wieland's)  had  sufficed, 
beneath  which,  according  to  Goethe's  satire, '  Hercules  him- 
self was  no  longer  to  be  discerned  *.'  Schlegel  had  himself 
for  some  years  worked  at  the  translation  of  Shakspere, 
largely  under  the  influence  of  Biii^r,  of  whose  looser 
manner  of  versification  the  frj^ments  of  his  early  version  of 
A  Midsummer  Night's  Dream  bear  the  traces ;  even  in 
Romeo  and  Juliet,  the  first  of  the  plays  which  he  set  himself 
steadily  to  complete,  Alexandrines  repeatedly  occur ' ;  but 
as  he  proceeded,  the  influence  of  Goethe  and  Schiller's 
perfect  versification  manifestly  being  upon  him.  his  method 
became  surer  and  surer,  and  his  manner  more  and  more 
concise,  till  in  the  end  his  verses  correspond  line  by  line  to 
those  of  the  original.  And  while  carrying  out,  by  dint  of 
unwearying  labour,  his  design  of  following  step  by  step 
'the  literal  meaning'  {den  Buchstaben  des  Sirmes)  of  his 
original,  he  had,  thanks  to  his  own  rare  powers  as  welt 
as  to  the  excellence  of  his  method,  '  caught  part  of  the 
innumerable,  indescribable  beauties  that  do  not  lie  in 
the  letter,  but  hover  above  it  like  an  intellectual  spirit.' 
Thus  he  proved  himself  at  once  master  of  the  language 
which  his  labours  enriched,  and  intellectually  akin  to  the 
author  whom  he  reproduced  *, 

Between  the  years  1797  and  1801  seventeen  of  Shak- 
spere's  plays  were  produced  by  Schlegel ;  but  it  was  only 

>  Efwas  ibtr  WOHam  SMaitspeen  bii  GiUgaiknt  WiOitlm  Meiaim. 
*  Xatitn,  499,     See  Erich  Schmidt  and  B.  Suphan'9  edition  of  the  Xmitn, 
publiahed  by  the  Goethe -Gcaellschafl  in  1893,  p.  165. 
'  There  are  hardly  any  in  the  original 
<  These  expressions  »re  borrowed  from  Bernays. 
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very  gradually  that  the  merits  of  his  workmanship,  of  which 

self-restraint  was  not  the  least,  came  to  be  understood  by 

a  public  to  whom,  with  few  exceptions,  his  original  was 

a  closed  book.     In  the  end  Schlegel's  translation  came  to 

be  justly  accounted  one  of  the  glories  of  German  literature, 

but  before  this  he  had  been  diverted  from  his  task  by  other 

auHntiied     of  his   multiplicitous  literary  interests;    so  that  after   an 

%d'^rt    interval  of  fifleen  years  its  completion  was  undertaken  by 

(iSao-         Ludwig  Tieck  (i8ao),  or  rather,  as  it  proved,  under  his 

'^"^         supervision,  by  Count  Wolf  von  Baudissin,  and  of  'another 

translator  who  desires  to  remain  unnamed' — Tieck's  daughter 

Dorothea.     These  devoted  hands  brought  the  work  to  a 

conclusion  in  1835 ;  but  the  translations  for  which  Tieck  was 

responsible,  although  meritorious,  were  not  to  be  compared 

to  Schlegel's  labours,  and  unfortunately  Tieck  had  seen 

fit  to  subject  the  latter  to  a  revision  of  his   own.      The 

edition  of  1867-1871,  all  questions  of  detail  apart,  testified 

to  the  enduring  esteem  in  which  the  work  has  now  for 

many  generations  been  held  as  a  national  classic     Yet  it 

had  by  no  means  stood  alone ;   translations  by  Voss  and 

others  preceded  its  tardy  completion,  and  the  extraordinary 

activity  of  German  Sh^cspere-scholais  has  since  that  time 

seemed  inclined  to  prefer  this   to  almost  any  other  way 

—and  none  deserves  to  be  held  more  sure — of  evincing  an 

intimate  understanding  of  their  chosen  author '. 

SckUgd,  But   Schlegel  and  Tieck  were  critics  as  well  as  trans- 

r«rf,  and    \2X0ts  of  Shakspere.     I  have  already  referred  to  one  of  the 

mattfu        critical   contributions   concerning   him   from   the   hand   of 

^^«     A.  W.  Schlegel  which  had  found  a  place  in  Schiller's 

Siiaksptn.    Horen ;  but  the  two  brothers  Schlegel,  as  well  as  Tieck, 

Novalis,  and  other  members  of  the  Romantic  School  in 

their  publications  frequently  discussed  the  art  of  Shakspere, 

and  that  of  the   Elisabethan   drama    generally.     Tieck's 

essay  On  Shakspere  s  Treatment  of  the  Supernatural  was 

composed  as  early  as   1793;   his  Letters  on  Shakespeare 

appeared  in  1800,  and  he  returned  to  the  familiar  theme 

'  C(.  Jahrbuck,  vol.  EiL  (1668),  p.  403,  where  not  less  than  three  tnuislations 
of  Shalapere  in  course  of  publication  are  noticed  in  addition  to  the  new 
edition  of  the  Schlegel-Tieck  translation  superintended  by  Uirici. 
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in  a  number  of  introducticms  and  notes  of  greater  or  less 
value,  though  the  comprehensive  work  on  Shakspere 
which  he  had  so  frequently  promised  somehow  never 
saw  the  light.  On  the  other  hand,  A.  W.  von  Schlegel, 
long  after  the  early  fermentations  of  that  School  had 
settled  down  into  conscious  and  steady  effort,  while  the 
greatest  poets  of  the  nation  had  become  estranged  from  its 
tendencies,  put  forth  as  a  mature  fruit  of  his  long  sojourn 
on  the  heights  of  letters  and  leamii^,  those  Lectures 
on  Dramatic  Art  and  Literature  (1817)^,  which  may  be 
described  as  the  first  definite  attempt  at  comprehensive 
aesthetical  criticism  of  Shakspere.  Both  critics,  in  their 
eagerness  to  combat  the  prejudices  of  the  past,  neglected 
the  initial  part  of  their  task,  the  discrimination  of  their 
materials;  Tieck's  views  in  particular  as  to  the  'doubtful' 
plays  (for  the  most  part  not  doubtful  to  him)  frequently 
oblige  us  to  hold  our  breath  in  respectful  amazement; 
while  Schlegel's  inordinate  self-esteem  led  him  to  place 
more  reliance  upon  his  own  judgment  than  if  he  had  been 
to  Shakspere  what  Warburton  persuaded  Pope  he  was  to 
Pope.  Moreover,  Schlegel,  much  as  he  affected  the  man 
of  genius  and  the  man  of  the  world,  was,  if  I  may  so  say, 
heart  and  soul  a  professor.  Everything  that  he  knew  or 
thought  he  craved  to  put  at  once  into  the  form  of  de- 
monstration. Thus,  he  shaded  off  the  whole  body  of 
Shakspere' s  plays  into  more  or  less  arbitrary  groups, 
while  justly  ridiculing — as  Polonius-like — the  attempt  to 
tabulate  them  in  precise  classes';  his  characterisations  of 
the  several  dramas  are  oflen  provokii^ly  concise,  and  his 
statement  of  the  meaning  of  each  play  and  character  is  at 
times  perplexii^ly  oracular.  The  reputation  of  his  merits 
as  a  Shaksperean  critic,  however,  remains  essentially  un- 
impaired, even  after  so  many  of  his  successors  have  striven 
to  surpass  him  in  those  efforts  of  definition  on  which  critics 
great  and  small  are  at  times  too  apt  to  pride  themselves. 
He  was  endowed  with  a  sure  aesthetic  tact,  with  a  genuine 
power  of  psychological  insight,  with  a  warm  receptivity  for 

'  An  English  translation  by  John  Black  was  pubtbhed  in  1816,  and  re- 
printed in  1640.  *  See  L*ttMn$,  vol.  U.  Part  iL  pp.  91  iiqq.  (Original). 
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poetic  beauty  of  the  most  various  kinds, — he  abandoned 
Shakspere  in  favour  of  Calderon,  —  and  with  a  learning 
unprecedented,  if  not  unsurpassed,  in  its  width  and  variety. 
Tieck's  merits  as  a  critic  lay  within  far  narrower  limits ; 
but  his  sympathy  was  fed  by  a  more  active  if  not  much 
stronger  creative  force  of  his  own.  He  rendered,  as  it  were 
incidentally,  a  special  kind  of  service  to  Shakspeie's  fame, 
by  bringing  him  home  in  his  fulness  to  cultivated  audiences 
with  signal  effect ;  for  those  who  were  admitted  to  his 
celebrated  readings  are  unanimous  in  describing  them  as 
unique  in  their  excellence  ^ 
Laiir  Gtr-  No  record  can  here  be  attempted  of  the  endeavours  of 
^^  German  Shakspere-criticism  in  more  recent  times.     Far 

erUidsm.  from  merely  following  in  the  footsteps  of  Schi^el,  like 
Franz  Horn  (whom  Heine  felt  sure  of  meeting  in  atten- 
dance upon  his  master  below),  they  have  pursued  and 
GtniiHus.  are  pursuing  various  paths  and  various  methods.  That  of 
Gervinus  is  well  known  to  English  students,  whose  debt 
to  him  perhaps  exceeds  that  which  they  owe  to  any  other 
German  ShaVspere-critic  besides  Schlegel*.  His  criticism 
was,  as  might  have  been  expected,  essentially  of  the 
historical  kind,  and  directs  itself  to  the  moral  rather  than 
the  aesthetical  aspects  of  his  subject'.  His  command 
of  his  materials  enabled  him  to  build  up  out  of  them 
a  coherent  whole  and,  lucidly  presenting  and  combining 
the  successive  stages  of  Shakspere's  literary  progress,  to 
Vlrid.  construct  what  long  remained  the  most  complete  and  con- 
sistent history  extant  of  the  poet's  genius.  In  Ulrici,  now 
also  gone  to  his  rest,  of  whose  long  and  unwearying  labours 
on  Shakspere  and  the  Shaksperean  drama  a  small  part 
only — though  that  a  very  important  one— is  in  the  hands 
of  English  readers*,  the  deductive  method  is  more  lai^Iy 

>  Those  of  us  who  have  heard  Fanny  Kemble '  read '  Shakspere  may,  bow- 
ever,  be  permitted  to  doubt  nhether  she  can  at  any  time  have  been  surpassed 
in  (his  collective  way  of  assumption. 

*  The  fliat  edition  of  his  ^JUirs^nm  appeared  at  Leipiigin  1849-50.  Hiss 
Bunnett's  English  version  was  published  in  1B63,  and  republished  in  i8i<:, 

'  Cf.  a  few  generous  words  recording  the  death  of  Gervinus  by  his  most 
eminent  fellow-labourer,  Ulrici,  in  the /oirAucA,  vol.  vi.  (1871). 

*  Skabaptar^a  DratHob'e  Art  and  his  rtlalioits  lo  CaUttmi  and  GotHit 
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interwoven  with  the  historical.  He  was  the  real  chief  of 
a  school  of  German  Shakspere-critics  which  long  held  the 
ascendant,  the  keynote  of  whose  system  was  an  endeavour 
to  evolve  the  achievements  of  literary  genius  out  of  its  own 
processes,  and,  in  reference  to  Shakspere  in  particular,  to 
demonstrate  the  theory  assigning  a  fundamental  idea  to  each 
of  his  works,  and  grouping  them  together  as  a  harmonious 
and  self-complementary  whole.  More  congenial  to  English,  simnxh. 
and  to  later  German,  methods,  were  the  labours  of  Simrock 
in  illustration  of  the  sources  of  Shakspere's  plays,  although 
he  entered  into  his  researches  rather  in  the  comprehensive 
(at  times,  all  too  comprehensive)  spirit  of  a  comparative 
mythol<^ist  than  in  that  of  a  literary  historian '.  Delias,  oiktr 
another  indefatigable  worker  in  the  field  of  comment  'T"""-j 
and  research,  whose  edition  long  furnished  a  model  of  that  Gtrman 
species  of  popular  and  scholarly  edition  of  Shakspere,  with  ■^''**^'*- 
brief  but  sufficient  notes,  for  the  production  of  which  in  this 
country  publishers  are  nmning  an  interminable  race  * ; — 
Elze,  whose  Life  of  Shakspere  '  would  alone  entitle  him 
to  a  high  eminence  among  Shakspere  scholars,  and  who 
had  studied  the  Elisabethan  theatre  as  well  as  its  litera- 
ture;— Alexander  Schmidt,  whose  monumental  concordance, 
or  clavis,  to  Shakspere*  was  only  the  crown  of  his  en- 
deavours,— these  and  others,  who  like  them  have  recently 
passed  away,  are  to  be  numbered  among  the  true  augmenters 
of  our  intimacy  with  the  great  master's  mind  and  works. 
The  results  of  their  labours — in  germ  or  in  completion — are 
to  be  found,  together  with  the  contributions  of  a  younger 
generation,  in  the  Shakespeare  Jahrbuck ',  a  treasure-house 

{1846).— The  Jahrbuck  is  full  of  this  distinguished  scholBr"*  contributions. 
See  a  brief  obituary  notice  of  him,  ib.,  vol.  xix.  (1S89),  pp.  319-90. 

'  Dii  QuiIUh  da  Shakspeert  (and  edn.,  Bonn,  1670),  The  first  edition, 
which  appeared  nearly  forty  ycara  previously,  was  translated  into  English, 
with  additions  by  the  late  Mr.  Hatliwell-Phillips,  for  the  Old  Shakeapeare 
Society  {PuUifuHotu,  1850). 

'  Shatsptr^s  IVirit.  Herausgegeben  und  erUIrt  von  Ificolaus  Delius. 
The  third  edition,  now  before  me,  is  dated  1879. 

>  William  Shaitapiart  (Halle,  1876'.  Hia  Ess^a  oh  Skabtaptarw  were 
published,  in  an  English  translation,  by  Hiss  L.  D.  Schmltz,  in  1874. 

*  Shainpiart-Lixiam  (3  toIs.,  Berlin  and  London,  1874). 

'  The  annual  publication  of  this  invaluable  periodical  began  in  the  year  of 
the  Tercentenaiy  of  Shakspere's  birth. 
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c£  learning  and  critical  ability,  and  the  fittest  memorial 
which  the  piety  of  German  students  of  Shakspere  could 
have  raised  to  the  object  of  their  devotion.  No  Englishman 
is  likely  to  dispute  their  right  to  take  an  honest  pride  in 
the  spirit  as  well  as  in  the  products  of  their  single-minded 
labours,  or  to  deny  them  the  gratification  of  calling 
Shakspere  their  own.  He  cannot  be  denationalised  by 
their  love  for  him  * ;  but  by  its  fruits  he  will  be  made 
more  and  more  what  it  was  his  destiny  to  become, — the 
poet  above  all  others  of  our  common  Germanic  race,  and 
throi^h  that  race  of  Western  civilisation  at  large.  There 
is  no  branch  of  the  study  of  Shakspere  in  which  the 
contributions  of  German  learning  and  scholarship  will  not 
continue  to  be  welcomed  by  ourselves, — whether  in  that 
of  aesthetical  criticism,  in  which  they  were  formerly  so 
pre-eminently  active,  or  in  those  of  literary  and  textual, 
in  which  the  work  of  our  own  students  and  societies  has 
more  recently  received  such  conspicuous  assistance  from 
their  own.  A  time  may  even  come  when  a  rivalry  may 
exist  between  the  two  national  stages — not  only  in  the 
production  of  isolated  Shalcsperean  plays  in  appropriate 
settings,  and  in  the  performance  of  particular  Shaksperean 
characters  by  gifted  actors,  but  also  in  a  frequency  of  repre- 
sentation su<di  as  alone  can  femiliarise  popular  audiences 
with  the  dramatic  genius  of  their  author  as  shown  in  the 
wondrous  variety  of  his  creations. 

Frtnch  Before  turning  once   more  to  Shakspere's  native  land, 

'^<ff^  I  may  here  recall  the  fact  that  it  was  largely  due  to  the 
UiiioHs  of  indirect  influence  of  Schlegel  that  a  truer  and  fuller 
in  Ou*"  appreciation  of  Shakspere  began  to  form  itself  in  France. 
pTtatni  It  is  true  that  in  Voltaire's  later  years  literary  opinion 
""^^'  had  begun  to  emancipate  itself  from  the  authority  of  his 
dictatorial  utterances  on  this  subject ;  Diderot,  Bayle, 
and  others  had  freely  declared  their  unboimded  admiration 

'  Kot  even,  it  may  be  uaerted,  with  the  aid  of  an  attempt  to  prove 
Shakspere's  inteUectual  nationality  German  and  not  English,  from  the 
measurements  of  his  aknll.  See  Klein,  y<A.  iv.  p.  Mr\,  where,  tnmess 
obliges  us  to  state,  this  theory  is  advanced  on  English  authoritji,  that  of 
■James'  {qutry,  John?)  '  Cowles  Prichard.' 
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for  a  writer  whom  they  were  no  longer  obliged  to  judge 
at  secondhand.  But  many  years  passed  before  signs  of 
a  closer  acquaintance  with  the  great  English  poet  became 
observable  in  the  French  world  of  letters.  Charles  Nodier's 
Pensies  de  S/iai^eare (iSoi)  was  avowedly  composed  under 
the  inspiration  of  German  studies.  And  in  the  very  year 
in  which  the  establishment  of  the  French  Empire  marked 
the  height  of  the  period  of  war  (1804),  Mme.  de  Stael,  a  fear- 
less votary  of  culture  for  its  own  sake,  in  her  book  Dg  la 
Lill&ature,  written  under  the  manifest  influence  of  Schlegel, 
brought  before  French  readers  broader  views  of  Shakspere's 
genius,  which  she  further  developed  in  her  later  work 
De  I'AUem^ne  {1814).  In  i8ai  Guizot,  with  the  aid  of 
Madame  Guizot  and  others,  issued  a  revision  of  Letoumeur's 
translation ;  and  other  translations  have  since  followed — 
among  them  one  for  which  Guizot  was  at  least  in  name 
respon^ble  (1863).  As  critics  of  Shakspere,  Guizot  himself, 
whose  essays  appeared  respectively  in  the  earlier  and  in  the 
later  part  of  his  long  literary  career,  Villemain,  Philarfete 
Chasles,  St.  Marc-Girardin  and  other  French  writers  of  the 
second  and  third  quarters  of  the  present  century  have  earned 
for  themselves  the  grateful  regard  of  those  who  study  the 
poet  in  his  own  country;  nor  am  I  aware  that  the  com- 
plaint of  one  of  them  is  well-founded,  according  to  which 
French  criticism  of  Shakspere  is  slighted  by  his  German 
critics  as  stilt  a  mere  echo  of  Voltaire',  There  have 
indeed  been  occasional  instances  of  reaction,  to  which  it 
seems  unnecessary  to  refer,  and  which  may  perhaps  be  held 
redeemed  by  the  excess  of  enthusiasm  in  such  a  rhapsody 
as  that  by  which  in  1864  Victor  Hugo  inflated  the  success 
of  his  son's  translation.  The  incomparable  art  of  the 
French  theatre  may  yet,  in  a  less  fitful  way  than  has 
hitherto  sufficed  for  the  demands  of  its  public,  illustrate  in 
its  turn  the  greatest  creations  of  the  romantic  drama  ^. 

>  SeethePrefacetoA.H^ires'3Aiub^Mn,MS(niDna,^jufnfifiM3(i86o). 

*  Alfred  de  Vignj'a  version  of  Hamlel  wu  produced  >t  the  Thtdin 
Franfoia  about  the  year  1699.  A  Hamlil  imaged  by  Alexandre  Dunus 
and  Paul  Heuiice  was  performed  at  the  Th*dlrt  Hisloriqtu  in  1847 ;  and 
a  Matbtik  revised  bjr  E.  Descbampi  and  brought  out  at  the  Od£on  iu  1S4S, 
had  a  run  of  100  nights.    Of  later  productions  of  Shaksperean  pl^s  at  Paris 
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No  special  references  arc  possible  in  this  place  to  the 
contributions  of  other  nations  towards  the  reproduction, 
illustration,  or  criticism  of  Shakspere.  His  works  have  been 
translated  (I  dare  say  the  list  is  not  without  lacunar),  in  whole 
or  in  part,  into  Dutch,  Frisian,  Flemish,  Danish,  Icelandic, 
Swedish,  Welsh,  Italian,  Spanish,  Portuguese,  Wendic, 
Bohemian,  Hungarian,  Walachian,  Polish,  Russian,  Finnish, 
Modem  Greek,  Bengalee,  Chinese,  and  Japanese^.  In  not 
a  few  of  the  literatures  of  these  several  tongues,  the  insight 
of  critical  writers,  aided  at  times  by  their  experience  of 
the  efforts  of  the  theatre,  has  made  valuable  additions  to  the 
Shak^>ere  library  of  the  present  age.  The  most  recent  of 
these — at  the  moment  when  these  lines  are  written — is  the 
life  of  Shakspere  by  the  Danish  critic  Georg  Brandes. 
I  much  mistake  if  it  will  not  assert  its  place  in  European 
literature  as  a  book  of  enduring  value — the  first  Sbaksperean 
biography,  so  far  as  I  know,  which,  while  resting  on  founda- 
tions of  historic  solidity,  has  in  its  superstructure  allowed  to 
the  imagination  the  exercise  of  its  legitimate  functions^. 

From  what  was  said  above,  it  resulted  that  the  succession 
of  English  editions  of  Shakspere  in  the  course  of  the 
eighteenth  century  had  still  left  much  to  be  done  towards  a 
final  settlement  of  the  text  of  his  plays,  a  perfect  apprecia- 
tion of  his  characteristics  as  a  dramatic  poet,  and  an  exhaus- 
tive illustration  of  the  historical  and  literary  conditions  of 
his  workmanship.  It  would  be  easy  to  mention  the  names 
of  not  a  few  writers  of  note  who  in  one  or  the  other  of  the 
latter  two  fields  of  comment,  augmented  the  annexes  already 
accumulating  round  Shakspere's  special  temple  of  fame. 
From   such  a   catalogue  should   be  omitted   neither  the 

it  need  oDlybesaid  here  that  they  have  t)eenfew>ad(u- between.  Probably 
none  have  equalled  in  artistic  Big;nificBnce  the  Sbaksperean  perfomuiDces 
of  the  two  great  Italian  actors,  Rossi  and  Salvini,  and  the  Lady  Macbeth  of 
Madame  Ristori. 

'  C(.  Thimm's  Shats/triaHa,  and  later  announcements  and  reviews  in  the 
JtJiriiueh,  from  which  I  will  not  in  this  initance  attempt  to  suggest  any 
special  selections. 

■  WiUiam  Slu^ispean{3  vols.,  Copenhagen,  1895).  A  German  translation 
was  published  in  1S96,  and  a  very  satisTacloc;  English  one,  by  Mr.  W.  Archer, 
in  the  present  year. 
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philosophically  trained  essayists  of  the  type  of  Henry 
Mackenzie— ill -remembered  as  the  '  Man  of  Feeling,' — who 
applied  to  the  criticism  of  Shakspere  aesthetic  canons  derived 
from  their  philosophical  training — nor  the  historical  students 
of  our  older  literature,  to  whom  Thomas  Warton  set  an 
example,  which  ought  to  have  been  set  by  Gray,  of  a  collec- 
tive presentment  of  such  researches  in  an  enduring  form.  On 
the  English  stage,  though  no  equal  had  occupied  the  chair 
left  empty  by  Garrick,  Shakspere's  fame  was  upheld  by 
a  succession  of  distinguished  actors  different  in  many 
respects  from  their  illustrious  predecessor,  but  resembling 
him  in  their  intentness  upon  the  nobler  aims  of  their  art, 
and  in  their  love  for  the  greatest  master  of  the  modern 
drama.  In  the  later  years  of  the  century  John  and  Charles 
Kemble,  and  their  great  sister,  Mrs.  Siddons,  if  trained  in  a 
style  less  flexible  than  Garrick's,  and  less  able  accordingly  to 
give  expression  to  the  variety  of  Shakspere's  genius,  made 
manifest  with  a  noble  dignity'  proper  to  themselves  the 
grandeur  ofsomeof hismightiestcreations.  Yetathowlow 
a  point,  notwithstanding  the  efforts  of  both  literature  and 
stage,  the  public  knowledge  remained  of  what  Shakspere 
really  was,  became  manifest  at  the  close  of  the  century 
through  a  most  notorious  episode  in  the  history  of  literary 
impostures.  At  the  end  of  the  year  1795  an 'unthinking  and  TkilniaHd 
impetuous  boy '  (to  adopt  his  own  subsequent  apolt^etic  ^^^l\ 
description  of  himself)  of  the  name  of  William  Henry  Ireland 
put  forth  a  succession  of  legal  instruments  and  miscellaneous 
papers  which  he  ascribed  to  Shakspere,  Queen  Elisabeth, 
the  Earl  of  Southampton,  and  others.  They  included 
a '  Confession  of  Faith '  from  the  poet,  a  letter  from  him 
to  Anne  Hathaway  (accompanied  by  a  lock  of  her  lover's 
hair),  and — perhaps  the  most  audacious  invention  of  all — 
a  document  showing  that  an  Elisabethan  W.  H.  Ireland 
had  saved  the  poet's  life.     To  these  were  added  a  Kyttge 

'  It  was  perhaps  in  this  veiy  direction  that  Garrick's  limits — f6r  all 
£«Dius  has  its  limits— were  to  be  found.  Mitford,  in  a  note  to  the  Cortt- 
apotuUtia  of  Gray  and  Mason  (and  edn.,  1855,  p.  301),  refer?  to  a  curiou* 
statement  in  Honboddo's  Origin  of  Languegt,  that  Garrick  was  unable 
to  pronounce  the  periods  of  HiltoD,  and  avoided  acting  in  any  play  written 
in  tliat  learned  and  stately  style. 

Oo  2 
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Leare  and  a  portion  of  HamhUtte,  both  professing  to  be 
printed  from  a  copy  in  the  handwriting  of  the  poet  The 
age  was  one  of  literary  foi^ries ;  and  the  example  of  his 
predecessors  in  this  line  of  activity  had  not  unnaturally 
fired  the  brain  of  the  hopeful  youth.  In  his  favour  there 
operated  the  fact  that,  as  Malone  observes  in  his  Inquiry 
into  the  genuineness  of  these  documents,  of  Shakspere'a 
handwriting  there  were  known  not  more  than  eleven  letters 
of  the  ordinary  alphabet,  and  three  capital  letters.  The 
spelling  of  the  papers  should  however  have  betrayed  their 
authorship ;  for  in  chronological  accuracy  it  was  on  a  par 
with  Chatterton's  pseudo-archaisms.  Ireland  however  suc- 
ceeded for  a  time,  as  most  impostors  succeed,  by  dint  of  sheer 
effrontery.  A  lai^  part  at  all  events  of  the  documents  were 
previously  to  publication  submitted  to  the  inspection  of  the 
world  of  fashion  and  letters ;  and  many  persons  testified  to 
their  conviction  of  their  genuineness  by  subscribing  a  declara- 
tion to  that  effect.  Among  these  were  not  only  Boswell, 
who  fell  on  his  knees  in  his  devout  enthusiasm,  exclaimii^ 
that  he  '  now  kissed  the  invaluable  relics  of  our  bard,  and 
gave  thanks  to  God  that  he  had  lived  to  see  them  V  but 
also  so  infallible  a  scholar  as  Dr.  Parr.  Porson,  on  the 
other  hand,  evaded  the  invitation,  declaring  that '  he  detested 
subscriptions  of  all  kinds,  but  more  especially  to  articles 
of  faith! 

But  the  imposture  in  chief,  which  finally  burst  the  bubble, 
was  still  to  come.  In  1796  the  idea  of  writing  a  play  'took 
possession  of  Ireland's  mind, and  after  counting  the  number 
of  lines  in  one  of  Shakspere's,  he  formed  it '  on  that  standard' 
(which  happened  to  be  an  unusually  high  one).  When 
completed,  it  was  accepted  at  Drury  Lane,  then  under  the 
management  of  Sheridan,  from  whose  remark,  that '  however 
high  Shakspeare  might  stand  in  the  estimation  of  the  public 
in  general,  he  did  not  for  his  part  regard  him  as  a  poet  in 
that  exalted  light,  although  he  allowed  the  brilliancy  of  his 
ideas,  and  the  penetration  of  his  mind ",'  the  author  of  the 
newly-found  Shaksperean  tragedy  may  have  derived  con- 

*  Tbe  aathoii^  for  this  b  Irdand  himwlfj  in  hii  C«HftsnoHs  (and 
edition),  p.  gCL  '  lb.,  p.  138. 
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siderable  encouragement  The  production  of  Voriigem  and 
Rowina  settled  the  question  of  its  character  and  of  its 
author's — as  to  which  the  air  was  already  full  of  doubts,  for 
Malone's  Inquiry  had  been  announced.  With  the  judicious 
aid  of  Kemble,  who  with  unmistakeable  intention  emphasised 
an  unfortunate  line — 

'And  when  this  solemn  mcxdcery  is  o'er' — 

the  play  was  hopelessly  damned.  Malone  hereupon  pub- 
lished his  famous  Inquiry  into  the  authenticity  of  the 
Ireland  MSS.,  and  so  far  as  Shakspere  was  concerned,  the 
matter  was  at  an  end.  Ireland,  to  vindicate  his  father  from 
the  suspicion  of  partnership  in  the  foi^ery,  published  a 
pamphlet  in  which  he  avowed  himself  the  fabricator ;  but 
not  all  the  believers  would  consent  to  accept  this  declaration, 
and  Chalmers,  who  had  been  a  believer,  indulged  his  spleen 
against  Malone  in  a  lengthy  argument,  to  the  effect  that 
'  though  the  criminal  might  be  guilty,  yet  the  proofs  brought 
by  the  prosecutor  might  be  defective  in  their  forms,  and 
inconsecutive  in  their  inferences ','  Tlie  full  Confessions  of 
Ireland,  published  with  a  preface  of  sublime  self-conscious- 
ness, and  dedicated  to  the  Prince  of  Wales,  ended  this 
melancholy  farce,  which  illustrates  glaringly  enough  the 
measure  of  the  popular  insight  into  the  distinctive  qualities 
of  Shakspere. 

About  the  time  when  Schlegel  was  lecturing  on  Shakspere   Tkt  nnr 
in  Germany  *,  Coleridge,  the  most  learned  as  he  was  the  ^"^jf 
most  imaginative  of  the  new  Romantic  School  of  English  ShJaptr*- 
poets,  came  forward  in  London  as  a  lecturer  on  Shakspere  "*™™- 
and  other  poets  (1810-11),  and  repeated  or  continued  his  (iSu  ^ 
lectures  at  Bristol  a  few  years  later  {1813).    There  was  so  P°^''>- 
much  in  the  spirit  and  manner  of  his  disquisitions  resembling 
those  of  his  German  contemporary,  and  moreover  something 

■  AdvttHstmtnt  ta  Ckalmrra'  SuppUmrtUal  Apdogv  for  Iht  Btlimn  in  tin 
Shaitpiart  Paptrs  (1199),  p.  vii. 

'  Cokcridge's  own  sojouro  in  Gertnany  belongs  to  an  earlier  date  C1798-9), 
when  he  waa  chiefly  occupied  with  philosophical  and  tbedogical  studies. 
His  *  Inuislations '  of  Thi  Fmoioinim  and  Tki  Dtaik  1/  H^ailmsitm  appeared 
in  1800.  In  1813  his  Ktmorst  was  performed  at  Drury  Lane ;  his  Zapofya, 
founded  on  Th*  Wintn's  TaU,  was  published  in  1817. 


D.q.tizecbvGoOgle        _ 


566  ENGLISH  DRAMATIC  LITERATURE  [cH. 

so  entirely  new  to  English  ears  in  his  whole  system  of 
criticism,  that  it  is  easy  enough  to  explain  how  the  charge 
of  plagiarism  should  have  come  to  be  brought  against  him. 
Coleridge  spumed  this  chaise  with  indignant  emphasis ',  and 
he  must  be  believed  on  his  word.  That  the  influence  of  the 
tendencies  of  the  German  Romantic  School,  to  which  Schlegel 
gave  the  first  complete  and  systematic  expression, was  strong 
upon  him  at  this  period  of  his  intellectual  developement, 
it  would  be  at  the  same  time  idle  to  deny.  The  apprecia- 
tion of  Shakspere  and  the  dramatic  art  perceptible  in  both 
the  English  and  the  German  writer  was,  as  the  phrase  is, 
in  the  air, — in  the  air,  i.e.,  breathed  by  those  who  stood  on 
the  height  of  European  culture.  Unfortunately,  Coleridge's 
lectures  on  Shakspere,  having  never  been  regularly  com- 
mitted to  writing,  could  never  be  printed  in  a  form  authenti- 
cated by  his  own  approval ;  but  enough  remains,  even  in 
the  late  Mr.  Collier's  publication  of  the  transcripts  of  his 
own  shorthand  notes  *,  to  show  that  Coleridge  was  the  first 
among  Englishmen  who  gave  to  the  world  an  adequate 
estimate  of  Shakspere's  genius,  and  who  proved  his  form  not 
less  worthy  of  admiration  than  his  matter,  because  the  one 
is  harmoniously  adapted  to  the  other.  Herein  lies  the  gist 
of  Coleridge's  Shakspere-criticism,  which  like  Schlegel's 
is  based  upon  the  principles  first  proclaimed  by  Lessing. 
Coleridge   made  it  clear '  '  that  the  form  of  Shakspere's 

'  See  Not€a  on  Hamltl,  p.  005. 

*  SnwM  Ltetuns  on  Shalitspearw  and  MilKm.  Bj  the  late  S.  T.  Colendge. 
With  «n  Introductory  Preface,  &c.,  by  J.  P.  Collier  (1656).  Coleridge'* 
notes  on  Shakspere  in  his  Littrary  Remans  are  scattered  notes  taken  b7 
himself  or  others  from  the  lectures  aforesaid.  His  criticisms  on  the 
dramatists  have  been  recency  brought  together  by  Mr.  T.  Ashe  in  Lttium 
and  Nolta  on  Shalitspian  and  olhtr  EnglaJi  Poila  (1685),  where  Collier's  u 
well  as  other  contemponuy  reports  >re  reprioted. 

>  See  the  Ute  Princ[p«l  Shairp's  Essay  on  Coleridge,  StuJiti  in  Poitty 
and  Phihaopky  (166S),  pp.  aoi  stqq.  The  last  metaphor,  in  the  passage 
cited,  rcculta  a  beautiful  passage  in  the  Winltt's  Tali,  where  Shakspere  as  it 
were  supplies  the  champions  of  his  genius  with  the  one  apology  which  its 
processes  require ; — 

'  Ptrdila.  Sir,  the  year  growing  andeat, 

Not  yet  on  summer's  death,  nor  on  Che  birth 
Of  trembling  winter,  the  fairest  flowers  o'  the  season 
Are  our  omationa,  and  streak'd  gillyvors. 
Which  some  call  nature's  bastards :  of  that  kind 
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dramas  was  suited  to  their  substance,  not  less  than  the  form 
of  the  Greek  dramas  had  been  to  their  themes.  He  pointed 
out  the  contrast  between  mechanical  fcn-m  superinduced 
from  without,  and  organic  form  growing  from  within ;  he 
showed  that  if  Shakspere  or  any  other  modem  were  to 
hold  by  the  Greek  writers,  he  would  be  imposing  on  his 
creations  a  dead  form  copied  from  without,  instead  of 
letting  them  shape  themselves  from  within,  and  clothe 
themselves  with  their  own  natural  and  living  form,  as  the 
tree  clothes  itself  with  its  bark.  Coleridge's  observations  on 
Shakspere  and  his  fellow-dramatists,  moreover,  like  every- 
thing that  Coleridge  wrote  in  his  better  days,  abound  in 
instances  of  his  all  but  prophetic  power  of  divining  deeper 
meanings,  and  of  his  concomitant  gift  of  revealing  them  in 
a  form  that  seems  the  language  proper  to  poetic  inspiration. 
The  group  of  English  writers,  among  whom  Coleridge 
held  so  prominent,  and  might  under  other  conditions  have 
held  a  paramount,  place,  were  at  one  with  him  in  his  love  of 
Shakspere.  None  of  them  was  so  specially  qualified  for  Cliarlrt 
communicating  this  feeling  to  his  readers  as  Charles  Lamb,  f^g^^ 
irresistible  as  a  humorist  because  he  could  convey  unim-  fiai,. 
paired  the  essence  of  every  humorous  or  pathetic  fancy 
by  which  he  had  been  cor^enially  attracted.     To  the  Ta/es 

Our  rustic  garden's  barren;  and  1  care  not 

To  gel  slips  of  tbem. 
Polixnus.  Wherefore,  gentle  maiden, 

Do  yon  neglect  them? 
PtrdOa.  For  I  have  heard  it  said 

There  is  as  art,  which  in  their  piedness  ahares 

With  great  creating  nature. 
Polixmes.  Say  there  be ; 

Yet  nature  ii  made  better  by  no  mean 

But  nature  makes  that  mean ;  to,  ovtr  Oat  art 

IVkidi,  yoM  foy,  adds  to  natun,  is  tut  art 

That  natun  mata.    You  see,  sweet  maid,  we  marry 

A  gentler  scion  to  the  wildest  stock. 

And  make  conceive  a  bark  of  baser  kind 

By  bud  of  nobler  race :  this  is  an  art 

Which  doth  mend  nature,  change  it  rather,  but 

The  art  itself  is  nature. 
PtnOa.  So  it  is. 

Polixtna.    Then  make  your  garden  rich  in  giUyvon, 

And  do  not  call  them  bastards.' 
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from  Shakespeare  (1807),  of  which  he  wrote  the  tragedies 
and  his  sister  Mary  the  comedies,  many  a  child — when  the 
literary  and  artistic  tastes  of  children  were  still  allowed 
to  remain  unspoilt — has  owed  its  first  guess  at  the  great- 
ness of  the  dramatist ;  in  his  inimitable  reminiscences 
of  old  actors,  and  of  their  identification  with  Shaksperean 
characters,  even  those  can  take  endless  delight  whose 
own  stage  enthusiasms  were  warmed  themselves  at  much 
paler  fires ', 
Haaiiii  Haalitt,  although  full  of  vehemences  and  paradoxes,  jn 

his  critical  work  gave  proof  of  a  breadth  and  a  candour 
alike  uncommon  in  any  age.  As  a  stage  critic  he  was  led 
to  insist  from  time  to  time  on  the  disadvantages  which 
counterbalance  the  advantages  of  the  study  of  Shakspere 
in  the  theatre,  where  deplorable  conventionalities  often 
obliterate  the  subtler  charm  of  poetical  beauties  which  they 
were  intended  to  bring  into  relief.  In  his  Characters  of 
Shakspeare's  Piays  {1817) — dedicated  to  Charles  Lamb 
notwithstanding  differences  between  him  and  the  author — 
legitimate  opportunities  are  found  for  counteracting  this 
perhaps  inevitable  drawback.  His  Lectures  on  the  Dramatic 
Literature  of  the  Age  of  Elizabeth  (1830)  were  probably 
put  together  in  haste,  but  contain,  like  most  of  his  writing, 
much  healthy  criticism  together  with  a  good  deal  of  crude 
infallibility.  Hazlitt's — and  perhaps  even  Lamb's — most 
enduring  service  to  the  criticism  of  Shak^>ere  lies  in  the 
fact  that  they  were  the  first  to  impress  upon  the  English 
mind  the  fact  that  Shakspere  did  not  stand  alone,  while  he 
Temped  unequalled,  as  a  representative  of  the  greatest  age 
of  English  dramatic  poetry.  Other  writers  co-operated  in 
keeping  alive  a  wider  interest  in  Shakspere  in  a  period  when 
the  English  stage  still  strove  to  remain  in  touch  with 
literary  criticism ;  one  of  these  was  the  poet  Campbell, 
whose  moments  of  inspiration  may  have  been  rare,  but 
whose  hand  was  never  infelicitous  *. 

'  The  most  rem«rk*He  evidenco  of  Charles  Lamb'i  power  u  ■  critic  of 
dnunatic  poetry  b  perhaps  to  be  found  in  the  introdnctory  obserratiaiis 
■ccompanyinK  his  Sptimem  of  English  DratnaHc  Pcttry  (iSoS),  and  in  the 
selectiOD  of  those  speciiDeiis  themselves. 

'  Rtmaiit  oh  IMr  Lift  «tU  Wriiingi  ^  Skakaptn,  in  his  editioa  (1833). 
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Another  lettiered  generation  was  however  growing  up  in  Laur 
this  country,  which  for  the  most  part,  in  so  far  as  it  directed  ^^* 
its  enei^es  to  the  study  and  elucidation  of  the  greatest  of  critidim 
English  writers,  preferred  to  occupy  itself  priroarily  with  the  ^^^t/ 
material  part  of  his  works.  Herein  they  not  only  followed  Shaisptn. 
traditions  handed  down  by  such  commentators  as  Steevens 
and  Malone,  and  continued  by  Drake  in  his  elaborate  tomes  ^, 
but  showed  themselves  awake  to  the  demands  made  upon 
students  of  Shakspere  by  the  new  era  that  had  opened  in 
the  European  world  of  letters  for  historical  and  philological 
criticism.  With  certain  exceptions  therefore — among  whom 
it  seems  but  just  to  mention  the  late  Mrs.  Jameson, 
a  writer  of  rare  artistic  cultivation  and  refinement* — 
English  Shakspere>study  has  during  the  greater  part  of  the 
present  century  been  chiefly  concerned  with  the  elucidation 
and  restoration  of  his  text,  the  explanation  and  illustra- 
tion of  his  matter,  and  the  history  of  all  that  entered  into 
or  surrounded  his  life  and  literary  career.  I  content  myself 
with  mentioning  the  names  of  J.  Payne  Collier — himself 
the  worst  enemy  of  his  own  fair  fame — J.  O.  Halliwell- 
Phillipps,  Alexander  Dyce,  Joseph  Hunter,  C  M.  Ingleby, 
and  among  wTiters  of  a  popular  type  Charles  Kn^bt, 
as  having  by  their  labours  ensured  to  their  names  an 
endurii^  association  with  Sbakspere's  own.  Large  stores  of 
illustrative  material — documents  of  interest  for  the  history 
of  the  times  and  of  the  stage  in  particular,  plays  and  ballads 
connecting  themselves  in  subject  or  otherwise  with  Sbak- 
spere's writings,  and  antiquities  and  curiosities  of  all  lands 
from  Elisabethan  and  from  older  English  literature — were 

Nothing  renuinsof  the  edition  of  Shakspere  which  was  to  have  been  broughl 
oat  by  Sir  Walter  Scott,  aided  by  Lockhut:  three  volumes  completed  by 
the  Utter,  and  printed,  ve  said  to  have  t>een  sold  Tor  waste  paper  after  the 
craihofi8a6.  See  Andrew  Lang,  Tht  Lift  and  Lttttn  <^ Jelm  OibaoH  Lodt- 
harl  (1897),  vo!.  i.  pp.  308,  396;  but  cf.  voL  ii.  p.  13.— See  also  ib.,  p.  167, 
a  very  fine  tribute  to  the  genius  of  Shakspere  disinteired  by  Ur.  Lang  from 
an  article  by  Lockhart  in  BladnnooJ's  Magaaau. 

■  5Aails/randHrfAu  TiwMS  (a  vols.,  1S17);  Mtmohals  a/ SiaispMn  {iBtaS). 

'  See  in  particular  her  Shata/mr^a  FimaU  Charadm  (1834).  The 
forewoat  English  actress  of  our  times,  Uiss  Helen  Faucit  (L^dy  MaTtin), 
baa  recently  in  her  retirement  composed  a  work  on  the  same  subject  (Om 
«»fw  t^SJiait^tan''  Ftmali  Oiarvcltr^,  1885). 


D.q.tizecbvGoOgle 


5TO  ENGLISH  DRAMATIC  LITERATURE  (cH. 

accumulated  by  such  societies  as  the  Percy  and  the  Camden, 
aad  above  all  by  that  which  from  its  foundation  in  1840 
to  its  unhappy  dissolution  was  designated  by  Shakspere's 
own  name.  I^astly,  the  editions  of  Singer  (i8a6),  Charles 
Knight  (1838  and  1865),  Collier  (1843-4'),  Haliiwell- 
Phillips  (the  folio  edition,  b^un  in  1853  and  completed  in 
i865),Dyce{i857and  1866^7),  Staunton  (1858),  and  of  Clark 
and  Wright  (the  'Cambridge'  edition,  1863  and  1891-3), 
may  be  said  in  each  case  to  possess  distinctive  merits  of 
their  own.  In  the  last-named  the  results  of  a  complete 
collation  of  the  texts  of  previous  editions  was  for  the  first 
time  placed  before  the  reader.  Of  editions  still  later  in  date 
nothing  can  here  be  said,  although  a  word  of  acknow- 
ledgment may  not  be  out  of  place  in  reference  to  the 
enterprise  and  judgment  with  which  the  Oxford  University 
Press*,  followed  at  a  later  date  by  that  of  Cambridge,  has 
issued  a  scries  of  annotated  editions  of  Shakspere's  plays 
adequate  to  the  general  requirements  of  students.  I  must 
likewise  refrain  from  dwelling  on  the  labours  of  living 
English  Shakspere-scholars  in  the  various  fields  of  special 
research  to  which  they  have  devoted  so  much  ability  and 
zeal ;  although  of  the  debts  which,  in  common  with  other 
students,  I  owe  to  them,  I  am  very  fully  conscious.  The 
name  of  Dr.  F.  J.  Furnivall  may  at  the  same  time  be  men- 
tioned without  breach  of  rule,  both  because  as  originator  and 
director  of  the  New  Shakspere  Society,  founded  in  1874, 
he  has  sought  to  bring  into  one  focus  the  rays  of  light  which 
are  being  shed  by  the  efforts  of  so  many  fellow- labourers  upon 
the  object  of  their  common  veneration,  and  also  because 
his  enthusiasm  and  his  unwearying  diligence  alike  typify 
the  spirit  of  later  Victorian  Shakspere-study.  The  labours 
of  this  Society  b^an  at  the  right  end,  and  have  done 
much  to  settle  enduriagly  the  chronological  order  of  his 
works — the  true  basis  of  any  valid  estimate  of  the  process 
of  his  literary  growth — largely  by  means   of  those  tests 

'  It  was  the  second  edition  of  1853  vbich  contained  the  notorious  einenda- 
tions  of  the  US.  corrector. 

■  Begun  by  both  the  editois  of  the  Cambridgt  S/iait^tan,  the  ClareDdon 
Press  Series  has  been  carried  out  by  Mr.  W.  Aldii  Wright  vith  a  learning, 
skill,  and  peraeversnce  umurpassed  in  the  histoiy  of  modem  scholarship. 
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of  versification  which  call  for  ridicule  only  when  they  are 
treated  as  absolute. 

Meanwhile  on  the  other  side  of  the  Atlantic  both  the  Atturican 
aesthetic  and  the  philological  study  of  Shakspere  in  par-  a,,^" 
ticular,  as  well  as  the  general  criticism  and  illustration  of  j&w. 
his  writings,  have  been  carried  on  with  indefatigable  devo- 
tion. The  editions  of  Hudson  (1853-6  and  1881)  and  Grant 
White  (1857-65),  of  the  biographical  introduction  to  which 
the  same  author's  charmingZi^  and  Genius  of  Shakespeare 
(1865)  is  virtually  a  reprint',  and  above  all  the  incomparable 
New  Variorum  edition  of  Mr.  Howard  Fumess  (of  which 
eleven  volumes  have  been  placed  in  our  hands  since  its  com- 
mencement in  1873),  are  enduring  monuments  of  American 
scholarship  and  learning.  Many  Hghter,  and  even  incidental, 
contributions  to  the  literature  of  Shakspere-criticism,  from 
Washington  Irving  to  Russell  Lowell,  might  be  cited  to 
show  how  deep  a  root  the  love  of  Shakspere  has  struck 
in  the  minds  and  hearts  of  our  kinsmen,  and  what  choice 
fruit  they  have  made  it  bear.  In  view  of  these  golden 
gifts  we  may  abstain  from  looking  too  closely  at  a  very 
different  sort  of  contributions  to  the  list  of  books  treat- 
ing of  Shakspere  and  his  works,  which  is  to  be  placed 
mainly,  though  not  altogether,  to  the  account  of  American 
writers.  The  honour  of  having  first  suggested  the  'theory'  TkiBami- 
that  Shakspere's  plays  were  written  by  Bacon  is  usually  ^^^*" 
ascribed  to  a  gifted  lady  whose  voluminous  discussion  of 
her  own  conception  ended  in  pure  paradox  ;  but  it  appears 
that  in  a  shorter  treatise  published  in  1857  an  Engli^man, 
Mr.  Henry  Smith,  had  anticipated  Miss  Delia  Bacon's 
discovery,  of  which  English  readers  at  all  events  remained 
unaware  till  six  years  after  it  had  been  made*.  The  notion, 
which,  as  has  been  already  mentioned,  was  elaborated  with 

*  Hudson's  book  od  Shaksfittt,  An  Ltfi,  Art  and  CMamcUn  (18791), 
tbunded,  I  believe,  on  >n  urtier  work  publi^ed  in  1848,  poasesies  an 
acknowtedged  value  aa  a  work  of  aesthetical  criliciam.  GraDt  White's 
delightful  Studits  »  SAairafiian  ((885]  were  being  prepared  for  publication 
by  him  when  aeized  by  a  loDg  and  fatal  illness. 

*  When  attention  wM  directed  to  it  by  the  late  Nathaniel  Hawthorae  in 
Omr  Old  Horn*  (1863).  Grant  White's  Studia  contain  an  article  on  'the 
Bacon-Shakespeare  naze'  which  I  had  not  seen  when  I  inierted  that 
ezpres^n  in  my  margin. 
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more  speciousness  than  solidity  of  argument  by  Mrs.  Henry 
Pott  in  her  commentary  on  a  previously  unpublished  com- 
monplace book  of  Bacon's,  became  in  America  the  symbol 
of  a  rather  numerous  sect,  and  was  complicated  by  a  further 
article  of  belief,  that  the  secret  of  his  authorship  was 
betrayed  by  Bacon  to  prominent  members  of  this  future 
sect  by  means  of  a  '  cryptogram '  which  he  bequeathed  to 
their  rare  powers  of  seeing  through  a  brick-wall.  Variations 
of  the  so-called  '  Baconian '  doctrine  are  to  be  found  in 
the  theories  that  Shakspere's  plays  were  composed  by 
a  club  of  the  chief  men  of  genius  of  his  age,  and  that 
they  were  written  by  the  celebrated  traveller  Sir  Anthony 
Sherley.  All  these  vagaries  are  at  one  in  the  assump- 
tion that  Shakspere  contributed  to  the  plays  known  under 
his  name  nothing  but  that  name  itself  and  more  or  less 
of  journeyman-workmanship.  His  poetic  individuality — of 
which  some  sort  of  conception  is  present  to  the  mind 
of  the  very  humblest  among  true  students  of  his  writings — 
has  not  so  much  as  dawned  in  its  merest  outlines  upon  these 
devotees  of  idols,  forged  by  their  own  or  (more  usually)  by 
other  ladies'  or  gentlemen's  brains. 

To  disperse  such  nonsensical  imaginings  will  be  the  least 
important  effect  of  the  continued  study  of  Shakspere,  who 
can  never  again  be  lost  to  England,  to  English-speaking 
communities,  to  the  Germanic  stock  of  nations,  to  the 
civilised  world.  Literature  and  the  stage,  at  home  and 
abroad,  are  certain  sooner  or  later  to  join  hands,  in  an 
equal  union  for  the  due  advancement  of  his  fame.  It 
seemed,  indeed,  for  a  time  as  if  the  traditions  of  the  English 
theatre  which  had  descended  to  a  few  honourable  successors 
from  the  Kembies  and  from  that  strange  and  erratic 
genius  the  elder  Kean,  were  in  danger  of  dying  out.  But 
that  fear  has  passed,  or  is  passing,  away.  Our  nation's 
love  for  Shakspere  is  destined  to  assert  itself  more  and 
more  abundantly,  not  only  among  professed  scholars  and 
devoted  students  of  his  writings,  but  in  the  very  face  of  those 
dramatic  creations  themselves, — presented  where  alone  he  is 
known  to  have  desired  them  to  come  before  the  public, — 
on  the  stage. 
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Page  35,  note  3  (Trofia). 

The  litui^cal  significance  of  the  term  trope,  viz.  the  insertion  of 
one  or  more  verses  of  text  before  or  after  sung  portions  of  the 
service,  and  its  employment  in  England  and  France,  is  illustrated 
in  Tie  Winchester  Irofits./rom  MSS.  of  the  Tenth  and  Eleventh 
Centuries,  edited  by  W,  H.  Frere  for  the  Henry  Bradshaw  Society, 
189s.  

Page  53  (Localities  of  early  dramatic  performances  in  England). 

Through  the  courteous  mediation  of  Mr.  I.  Gollancz,  Canon 
Hingston-Randolph  has  kindly  permitted  me  to  state  that  the  forth- 
coming second  volume  of  his  edition  of  Bishop  Grandisson's 
Registers -vi'AX  contain  a  highly  remarkable  letter  addressed,  in  1353, 
by  the  Bishop  to  the  Archdeacon  of  Exeter  and  his  ofScials. 
Its  twofold  purpose  is  to  inhibit,  as  leading  to  divers  evil  conse- 
quences for  both  body  and  soul  (riots  being  evidendy  indicated 
under  the  former  head),  a  contemplated  public  Sunday  performance 
in  the  theatre  o/the  city  of  a  certain  play  by  handicraftsmen, '  sons  of 
the  city';  and  to  urge  upon  its  traders  the  duty  of  adhering  to  the 
prices  for  the  sale  of  their  wares  fixed  by  royal  statute.  Perhaps 
the  most  curious  point  in  this  episcopal  mandate  is  the  implied 
existence  at  Exeter,  in  the  middle  of  the  fourteenth  century,  of 
a  public  theatre,  apparently  under  some  kind  of  control  or  manage- 
ment by  the  trades  and  handicrafts  of  the  city.  The  nature  of 
the  intended  performance  does  not  appear  from  the  copy  of  the 
document  kindly  communicated  to  me. 


Page  131  (Date  of  Lyndsay's  Satire  of  the  Three  Estates). 

In  the  Introduction  to  his  edition  of  the  Poetical  Works  of  Sir 
David  Lyndsay,  Edinburgh,  1871,  p.  xxxiii,  Mr.  D.  Laing  main- 
tains, on  grounds  which  are  not  on  the  face  of  them  convincing, 
that  the  date  of  the  first  exhibition  of  Lyndsay's  morality  was 
not  t535,  at  Cuparfife;  but  January  6  (Epiphany),  1540,  at 
Linlithgow. 
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Page  331  (Beginnings  of  Comedy  in  Spain). 

Ticknor,  vol,  ii.  pp.  256  segq^  when  describing  the  tntremtiti, 
notes  that  single  scenes  of  a  farcical  nature  nsed  as  enirenutts 
(apparently  something  in  the  way  of  the  English  droUt  of  the 
Conunonwealth  period)  were  called  pmot  or  passages.  He  had 
previously  (pp.  48  and  53)  given  examples  of  such  comic  dialogues, 
called  pasos,  by  Lope  de  Rueda,  who  flourished  at  Seville  and 
elsewhere  about  the  middle  of  the  sixteenth  century. 

The  tenn  patos,  of  whose  various  significations  it  might  be 
a  matter  of  some  difficulty  to  trace  the  complete  history,  is  applied, 
as  is  well  known,  to  the  '  painted  and  graven  images'  (as  they  are 
called  in  the  last  edition  of  Ford's  Handbook  for  Tra3>elUrs  in  Spain) 
carried  in  solemn  procession  through  the  streets  of  Seville  in  Holy 
Week  by  the  Confraternities  who  have  long  charged  themselves  with 
the  pious  task  of  preparing  and  carrying  on  these  exhibitions.  My 
friend  Mr.  John  Finlayson,  of  Manchester,  who  has  furnished  me 
with  a  very  interesting  account  of  the  ^oj'oj',  as  seen  by  him  in  1897, 
informs  me  that  it  is  customary  for  the  several  Confraternities  on 
the  mornings  of  the  processions  to  issue  manifestoes  compri^ng 
retrospects  of  their  past  history.  Thus,  the  Confraternity  of  the 
Protection  claimed  to  have  already  in  the  earliest  years  of  its  exist- 
ence (about  the  beginning  of  the  seventeenth  century)  carried 
through  the  streets  of  Seville  the  image  of  our  Lord  bearing  His 
Cross,  which  is  still  preserved  in  their  chapel. 

As  to  the  processional  element  in  the  beginnings  of  the  modern 
drama,  see  pp.  45  and  145. 


Page  189  (Date  of  Lyiy's  Endimon). 

In  a  letter  to  The  Athmaum,  February,  1894,  Mr.  J.  E,  Sptngam, 
of  New  York,  cites  three  passages  in  the  play  which  seem  pointedly 
to  allude  to  his  having  been  waiting  tevtnyears  for  the  Mastership 
of  the  Revels,  to  which  Tylney  had  been  appointed  in  1579.  This 
indication  certainly  tallies  with  the  date  of  1587  or  158S  as  that  of 
the  first  performance  of  the  play,  suggested  by  Mr,  Fleay.  (See 
p.  391,  nok  2.)  

Page  456  (The  Plague  in  London). 

By  &r  the  most  complete  rec^d  of  the  occurrences  of  Pl^:ue 
in  London  from  the  year  1543  to  the  year  1680,  when  it  ceased  to 
appear  in  this  country,  will  be  found  in  Appendix  Na  I  of  an 
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extremely  valuable  paper  on  The  Rtcetti  Epidemics  of  Plague  in 
Bombay,  read  by  my  distingwsbed  friend  Dr.  H.  M.  Birdwood, 
CS.I.,  late  Member  of  Council,  Bombay,  &c.,  &c.,  before  the 
Manchester  Geographical  Society,  on  May  19  of  the  present  year, 
and  to  be  printed  in  the  forthcoming  volume  of  the  annual 
Journal  of  the  Society.  Tbis  Appendix  consists  of  notes  collected 
by  Mr.  Baldwin  Latham,  M.I.C.E.,  from  various  sources,  and  mainly 
from  the  Annual  Records  of  Weddings,  Christenings  and  Burials, 
kept  in  pursuance  of  orders  issued  by  Thomas  Cromwell  as  Lord 
Privy  Seal  in  September,  1538.  The  statistics  of  numbers  of 
burials  in  London,  and  of  the  proportions  of  plague-burials 
included  in  these,  are  continuous  from  1603  onwards.  Appendix  II 
to  the  same  paper  contains  returns  of  the  weekly  mortality  from 
all  causes,  and  of  the  weekly  Plague  mortdity,  in  London  during 
the  years  1592,  1603,  1605-6,  1606-7,  16S4-5  and  1664-5  '"espec- 
tively,  which  include  some  of  the  worst  Plague  years.  These  have 
been  collected  by  Mr.  Baldwin  Latham  from  the  Yearly  Bills. 


Page  458  (Site  of  the  Newington  BuUs  Theatre). 

I  have  purposely  abstained  from  entering  into  the  history  of  the 
early  London  theatres,  or  into  the  question  of  their  respective  ates. 
But  it  may  be  worth  while  to  mendon  that  in  the  single  instance 
where  any  doubts  can  be  said  to  have  existed  as  to  the  locality  of 
a  theatre  associated  with  the  glories  of  the  Eltsabetban  drama,  these 
doubts  have  been  successfully  removed.  The  Newington  Butts 
theatre  may  now  be  said  Co  have  been  ascertained  to  have  stood 
in  a  position  about  a  quarter  of  a  mile  due  south  from  the  Elephant 
and  Casde  public-house,  between  Clock  (formerly  Church)  Passage, 
Newington  Butts,  Swan-Place  (a  suggestive  name),  and  Hampton 
Street.  See  a  very  interesting  article  in  Tfu  Daily  News  for  April  9, 
1898,  kindly  communicated  to  me  by  Professor  John  W.  Hales,  to 
whose  generous  aid  this  is  but  one  among  many  debts  incurred  by 
me  during  the  preparation  of  this  edidon. 


Pages  533  stqq.  (Early  references  to  Shakspere  in  French 
literature). 

I  regret  that  it  should  have  been  impossible  for  me  to  revise 
djese  pages  with  the  aid  of  M.  Jusserand's  papers  on  Shahspeart 
tn  Franee  sous  FAncien  R/gimt  {Cosmepolis,  November,  1896, 
elposl),  to  which  I  must  content  myself  with  referring  the  reader. 

■■'.".-  "■"  1520 
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P-  35i  note  'i  1'"'  3  f"""  top  '  lor  Mary  Magdaltiu  re«d  Chrisfs  Burial  ai 

Rtturrcclioti,  printed  with  Maty  MagdtUtni. 
p.  B4, 1.  iS  Irom  top  :  for  Cot/tiu'ritu  read  CovtMlriat. 
p.  ao^  :  Jbr  note  3  riad  a  (both  id  text  and  note). 
p.  315,  note,  I.  16  from  bottom  :  Jbr  Thompson  naif  Thomson. 
P-  334)  I'  >4  irom  top  :  for  Hills  riad  Hells. 
p.  358,  note  9, 1.  3  from  bottom  :  far  csvaire  riad  caviare. 
p.  437, 1.  II  from  top  :  for  David  nati  Daniel. 
p.  446, 1.  1 1  from  top :  delt  tin  words  of  a  patrooa^. 
p.  458,  note  4,  line  6  from  bottom  :  far  Guedertz  riad  Gaedertz. 
p.  509,  note  I ,  lin«  3  from  bottom :  for  C-lUr  read  CuUir. 
P-  534t  !•  13  Iron  bottom  :  far  Cyramo  rtad  Cyiano. 
p.  567, 1.  10  from  top :  far  b«rk  md  bark,' 
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